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PREFACE. 


Otte to the occupation of a large part of the Museum by 

the administrative staff of a Government Office during the 

War, many of the collections were necessarily withdrawn 
from exhibition. It will be impossible for some time to restore 
pre-War conditions, and an opportunity arises in Consequence to 
arrange a temporary exhibition of selected Old Master Drawings. 
This exhibition makes it possible, for the first time, to place side 
by side for comparative study drawings which in the ordinary course 
would be kept among different gifts and bequests in the Museum 
Collections. 

Captain H. Reitlinger, at the close of the War, very generously 
volunteered his services in making a selection of the drawings and 
in preparing introductory notes and descriptions. The result of 
his work is embodied in the following catalogue, and I take this 
opportunity of tendering to Captain Reitlinger sincere thanks 
for his valuable assistance. 


May 1921. CECIUT HSIEH. 


DRAWINGS BY OLD MASTERS. 


INTRODUCTION. 
. ‘HE drawings by Old Masters, now arranged for temporary 


exhibition, have been selected as a representative series from 
| various collections in the Museum. While this series 
includes perhaps the finest and most important specimens, it 
must be remembered that in the case of several artists, such 
as -Tintoretto and Gainsborough for instance, only a few 
examples of their work have been placed on view, and that 
bthers are always accessible to the student in the Department of 
Engraving, Illustration, and Design. Though this catalogue, 
therefore, is not a comprehensive one, it may be taken as serving 
the purpose of a key to the general collection. 

The Museum does not purchase drawings by Old Masters 
unless they fall within its special province as dealing definitely 
with design or industrial art. Many Old Master drawings, how- 
ever, of a very general character have passed into the collections 
jy gift or bequest ; and it is felt that an opportunity should be 
given for making them more readily available and more widely 
known. Such drawings have been acquired by the Museum 
from various sources. Of these, the most important is the Bequest 
of the Rev. Alexander Dyce (1798-1869), well-known as a 
‘classical scholar and a student of English literature. By his will, 
dated 1869, he bequeathed to the Department for Science and 
‘Art for the use of the public all his printed books, manuscripts, 
and his works of art, including paintings, prints, and drawings. 
‘A catalogue was compiled by Mr. G. W. Reid, Keeper of Prints 
at the British Museum, and formed part of a volume published in 
1874.* Though this collection varies widely in merit, and 


* Science and Art Department. A Catalogue of the Paintings, Miniatures, Drawings, 
Engravings, Rings, and Miscellaneous Objects bequeathed by the Rey. Alexander Dyce. 
London, 1874. 5 
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contains many examples either of doubtful authenticity or executed 
by pupils of the artists under whose names they originally passed, 
as a whole it formed a gift of remarkable importance. In addition 
to early drawings of thé Florentine School, and work by Raphael 
and Titian, it contains no less than fifteen studies by Tintoretto 
for the Scuola di San Rocco “ Crucifixion.” Rubens and the Dutch 
Masters are strongly represented. A drawing by Diirer, rejected 
by Mr. Reid, has been proved to be an undoubted work of im- 
portance by that master. Finally,as Mr. Reid pointed out in his 
introduction, Mr. Dyce did not fall into the error of thinking 
that his own countrymen were inferior to their foreign neighbours, 
with the ‘consequence that the English portion of his collection — 
is perhaps the best. One need only mention that it includes 
twenty-eight drawings by Richard Wilson, and twenty-six by 
Gainsborough, many of them of the highest importance. The 
fine water-colours by J. R. Cozens are not included in the present 
selection, having been considered as belonging rather to the later 
development of the English Water-colour School. 

In 1899 Mr. Constantine Alexander Ionides left to the 
Museum all his paintings, drawings, and prints. Though the 
special value of the Ionides collection lies mainly in its paintings, 
notably those of the rgth century French School, it contains a 
number of Old Master drawings, several of which are not without 
importance. The Dalton Bequest, a collection of drawings and * 
prints bequeathed by Miss Emily Frances Dalton, of Leicester, in 
1g0o, has furnished some interesting examples to this selection 
notably a fine landscape study by Rembrandt. Other Old Maceo 
drawings, among them many drawings of ornamental design for 
goldsmiths’ work, etc., have come to the Museum from time to 
time by gift, bequest, or purchase. 

The present exhibition consists of drawings from all these 
sources. Captain H. Reitlinger kindly volunteered his services in 
helping to make a selection and in preparing the following 
catalogue, which is based mainly on that of Mr. Reid. The 
introductory notes to each section and the comments on individual] 
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drawings have been written by Captain Reitlinger, not so much 
for the professed expert as for the general student, with the hope 
of fostering a wider interest in the Museum collections. If he 
has dwelt somewhat on the historical aspect of the drawings, it is 
with the belief that it is impossible to appreciate a drawing 
fully without some understanding of its relationship to the period 
and country of its production. 

In making the selection for exhibition the following principles 
have been adopted :— 

(1.) Where there are several drawings of undoubted authen- 
ticity by an important artist, as in the case of Tintoretto, Rubens, 
Gainsborough, and Wilson, a few representative drawings only 
have been exhibited. (The remaining examples may be seen by 
students in the Department of Engraving, Illustration, and Design.) 

(2.) Examples of work by minor artists, or by artists whose 
names cannot be definitely stated, have been selected simply for 
‘their merit or because they serve to illustrate the historical 
development of the School to which they belong. 

(3.) Works attributed to a master, but of doubtful authenticity, 
have in some cases been selected. This has only been done when 
the drawing is of itself interesting, and carried out, if not by the 
master’s hand, at least in his manner and spirit by a pupil. 

The problem of correct attribution is extremely difficult, but, 
during past years and in the course of preparing this catalogue, 
many fresh attributions have been made by Captain Reitlinger 
and others, where it seemed possible to attain finality. Thanks 
are due to Dr. Tancred Borenius for the valuable suggestions made 
by him in an examination of the Italian drawings ; while in the 
case of the Dutch drawings, Dr. Gustav Falke, of Copenhagen, 


has rendered useful assistance. 
MarTIn HarpIie. 


SECTION I. ITALIAN SCHOOL. 


HE 39 drawings of the Italian School which have been 

selected for exhibition are not to be regarded as representing 

the full scope and development of the Italian genius. They serve, 

however, to illustrate certain phases, and, arranged as they are in 

approximately chronological order, give some indication of the 
line of development from the 14th to the 18th century. 

If there are no very remarkable examples of either the early 
Renaissance or of the 17th century, this cannot be said about the 
great period of the full Renaissance. The drawings by Tintoretto 
are alone enough to render the Museum collection important. 


SIENESE, end of the 14th century. 

I. A Gothic screen, with winged figures of angels in the -niches. On 
the coping is a mastiff, and a group consisting of a crowned female 
figure with two naked children, perhaps a representation of Charity. 
Pen and brown ink on vellum, one corner repaired. “Giotto” is 
written faintly towards the lower left-hand corner. 

6 in, by 9 in. Dyce Bequest, 181. 


A drawing entirely medieval in spirit and execution. The figures 


have the plastic, mannerised, S-shaped form typical of the 13th and ~ 


14th centuries, and the whole design is strongly reminiscent of the 
work of the sculptor family of the Pisani. The ornament on the 
cornice of the screen also points to the influence of this great early 
school of sculpture. 


Tuscan or Umprtan, about 1400. 


2. Joseph placed in the Well by his Brethren. 


On the back, in the same hand, are studies for Jacob’s Dream, Jacob 
wrestling with the Angel, and the Manger at Bethlehem, with sheep. 


Drawn in brown with the brush on coated vellum, and heightened | 


with white body-colo ur, 


5 


Ge in. by 8.5, in. Dyce Bequest, 183, 
Collections— William Esdaile and Sir Thomas Lawrence, 


- 


This drawing is also to be ascribed to the end of the 14th century, and 
may be assigned to the influence of Giotto. It is the work of an 
artist of quite mediocre ability, who was, however, not without a 
certain capacity for perceiving human emotion and translating it into 
physical gesture—in the attitude of Joseph, for instance. 


Brenozzo GozzoLt (1420-1498), ascribed to. 


3- 


The Virgin and Child, with two Angels. Possibly a study for an 
altar-piece, with the donor’s figure on the left. A youth is seated 
on a stool in the right foreground. [Prats 1.] 
On the back, in the same hand, are studies for an Adoration of the 
Shepherds. One shepherd is kneeling, a second playing the bagpipes, 
and a third carries a lamb. 

In pen and ink, with washes of bistre heightened with white. 

8 in. by 6 in. Dyce Bequest, 173. 
Collection—Marquis Legoy. 


The pose of the Mother and Child, the angular draperies, and the 
pleasant figure of the youth on the foot-stool, so nonchalantly turning 
his back, are still medieval ; but something new, no longer medieval, 
appears to have crept into the composition, particularly in the dignified 
figure of the donor, on the left. This new note is the revival of the 
‘spirit of classical antiquity or “ Renaissance.” 

The composition is reminiscent of Gozzoli, and the drawing is cer- 
tainly of his period, and may possibly be by this master’s own hand. 


Umprian, second half of the 15th century. [Prare II.] 


4. 


- God the Father seated, bearing a globe and blessing the world. 


In fine brush strokes of bistre and white on a grey-blue coated paper. 
On the back is the part-figure of an angel, playing the lute. 

6S in. by 44 in. Dyce Bequest, 216. 
With an old ascription to Luca Signorelli. 


A beautiful little drawing, later in date than the preceding, but clearly 
of Umbrian, rather than Florentine, origin. In fact, the similarity to 
the work of Pietro Perugino (1446-152 3) is distinctly indicated. 
Dr. Borenius suggests the hand of Lo Spagna (d. 15 30): 
Two drawings in the British Museum, very similar in subject and 
treatment, are catalogued under the name of Gianicola Manni, who 
was, like Lo Spagna, a pupil of Perugino. 

5 


Tuscan, late 15th century. 


5- 


Design for an altar-piece. The altar is surmounted by a rounded 
arch with fine ornamental detail. The niche on the left contains the 
figure of St. John the Baptist, that on the the right is empty. On 
the reredos are two angels holding candles. Two other angels hover 
in the air, supporting a chalice from which issues the Child Christ. 
Pen and brown ink, slightly washed with bistre and heightened with 
white. 

On early paper, 173%; in. by I1in., mounted on paper 19}in. by 
134in., of the early 17th century, with additions of that date to the 
design, and the attribution “ Desiderio da Settignano Scult.” 4.903. 
A companion piece, not exhibited, is in the Museum Collection 
(No. 4902). : 

This beautiful design is executed by a good artist, of the late 15th or 
early 16th century. The old attribution to Desiderio da Settignano 
(1428-1464) cannot therefore be retained. The drawing, moreover, 
is neither sufficiently early nor spontaneous enough to be that of the 
actual designer of this fine altar-piece. The drawing of the Christ 
Child supported by angels standing on a chalice, above the tabernacle, 
is probably imitated from Desiderio’s tabernacle in San Lorenzo, 
Florence. 


Norru Irattan, late 15th century. 


6. 


Design for a two-handled urn. 

The surface of the urn is covered with intricate classical ornament. 
On the cover are two amorini carrying torches ; on the body is a 
sphinx playing the bagpipes, with two amorini playing the flute. 

Pen and brown ink, and blue wash, on paper that has been cut out 
along the outlines and pasted on another sheet, ro in. by 163 in. 
Collection—Sir Thomas Lawrence. 2254. 


Details closely akin to those in this drawing are to be found in the 
illuminations of the “ Sforza Book of Hours” in the British Museum. 
Indeed, design of this type constantly occurs on the majolica of the 
period 1490-1530, and its introduction, particularly into Northern 
Italy, is probably due to the School of Squarcione (1394-1474) and 
his illustrious pupil, Mantegna (1431-1 506). 

The design is quite in the spirit of the Italian Renaissance, with its 
reckless borrowing from classical antiquity, but infusing new life into 
the old classical details of acanthus leaves, sphinxes and cupids. 


A naked woman, carrying an urn in her left hand and pressing her 
right breast with the other hand, stands near an altar on which is a 
vessel of burning incense. Behind her is an attendant cupid with a 
torch. On the ground is a large snail. 
Pen and brown ink, on vellum. 

zz in. by 63 in. Dyce Bequest, 149. 
An old ascription to Antonio del Pollaiuolo. 


Venus, with a bow, pouring out a libation, accompanied b 
two cupids. Above is inscribed VENERI VLCANI VXORI 
DICATVM, and below, on a tablet, the initials 1 F T. [Prare III.] 
Pen and brown ink. ~ 

1o#in. by 53%, in. The corners cut off. Dyce Bequest, 148. 
From the collection of Richard Cosway, R.A., and probably the 
drawing No. 362 in the catalogue of his sale, described as by Andrea 
Mantegna. “R.C.”’ (pencil) and “9.91. And.Mantegna” (ink) are 
written (the latter in an early hand) on the back. 

These are both drawings by minor artists working more or less under 
the influence of Mantegna. In each we find a competent, graceful 
composition carried out with somewhat nervous strokes of the pen— 
evidently not by any great original master-hand. With reference to 
No. 8 and its signature, I. F. T., an engraving, “Hercules and the 
Hydra,” the only one known bearing the monogram DF a1.yisan-the 
British Museum. Of this Mr. A. M. Hind (Catalogue of Early 
Italian Engravings, p. 358), writes :— ; 

“The print about to be described is the only engraving known bearing 
the monogram I. F. T. Bartsch ranged it with the work of G. A. 
da Brescia, rightly discarding Mariette’s very tentative suggestion that 
it might be read Tommaso Finiguerra Incidit.* Certain elements in the 
engraving, however, are quite distinct from the style of G. A. 
da Brescia or any of the known engravers in the Mantegna School. 
The line is engraved with a delicate point, and the thick outlines are 
almost entirely effected by cutting several lines in conjunction, without 
perfectly combining them into one broad furrow. ‘Till we can 
explain the letters I. F. T., which are most likely the initials of the 
engraver, we can only define the print as anonymous work after a 
design by Mantegna or one of his immediate school. wap: 

“ The same monogram occurs on a drawing of Venus and Cupid in the 
Dyce Collection, South Kensington Museum (from the Cosway 


* Bottari, Raccolta di Lettere, ed. Ticozzi, 1822, Vol. II, No. 97; p. 330- 


Collection). In the Dyce Catalogue (London, 1874, No. 148), it is 
attributed, no doubt following the suggestion of Bartsch, to Fin- 
guerra, which is less reasonable than the older attribution to 
Mantegna. In its parallel shading it has characteristics in common 
with the present engraving and others in the Mantegna manner, but 
the identity of draughtsman and engraver cannot be taken as certain. 
In some respects the Dyce drawing is not far removed in style from 
the unique engraving of the Young Prisoner, of which description and 
reproduction are given in the first part of this catalogue (E. III. 27). 


Fra BarToLoMEo (1472-1517). 


Q. 


IO. 


Study of a man, seated, reading from a tablet. 

Black chalk with flake-white on salmon-pink coated paper. 

8 in. by 6} in. ; Dyce Bequest, 177. 
Collection—Sir Joshua Reynolds. 


Design for an altar-piece : The Virgin and Child, with Saints. 

The Virgin and Child, on a throne, are surrounded by saints: two 
saints, in the habits of monks, kneel embracing each other in the 
foreground. 

Another and more important study for this composition of the Virgin 
enthroned and surrounded by saints is in the British Museum, and a 
third is in the Uffizi Gallery at Florence. The latter has only one 
saint on each side of the Virgin, and instead of the monks embracing 
in the foreground, a boy is seated, who is playing on the violin. 

The composition has been engraved by Antonio Lorenzini. 

Black chalk on a yellowish paper. 

8 in. by 64% in. Dyce Bequest, 150. 
These two examples of Fra Bartolomeo’s draughtsmanship are not to 
be compared, for completeness and finish, with his beautiful pen-and- 
ink drawings. They are to be regarded as a painter’s rough working 
notes, but are full of movement and vitality. 


RarrarLto Santi (RAPHAEL, 1483-1520). 


10365 


The Finding of Moses. [Piate IV.] 


Pharaoh’s daughter, with her maidens, pulling the cradle of the infant 
Moses to the shore. 


Pen and brown ink, on squared paper. 


12 in. by gf in. Dyce Bequest, 185. 


On the back of the mount is-an inscription in Italian in the hand- 
- writing of Count Antonio Zanetti, the famous connoisseur, and 
engraver of chiaroscuro wood-cuts, dated Rotterdam, November, 
1721, 1n which Zanetti declares this drawing to have been given to 
him by Dr. Mead (the friend to whom he dedicated his wood-cuts) 
and bequeaths it to Nicold Antonio Flink, the connoisseur, of 
Rotterdam. The inscription reads :—“ Questo disegno di Raffaelle 
delle Loggie Vaticane donatomi dal Sig. Dottor Mead il giorno della 
mia partenza di Londra li 13 Octobre 1721, cui conserverd per tutto il 
Corso di mia Vita, se al tempo di mia Morte vive in’ Rotterdam il 
celebre, eruditiss™ Sig. Niccold Ant°® Flinck famoso dillettante de 
dissegni, intendo et obligo miei Frattelli, o Heredi fargli havere 
subito tale dissegno, il quale prego ricceverlo per picciola memoria, e 
contrassegno della stima infinita, che li proffesso, e tale e la volonta di 
Antonio Maria Zanette ..u..Gerol™.” 
In another hand :—“ Testimonio a quanto di Sopra Giacomo Guyon”. 
In a third hand :—* Era questo di M Wanderschelling in Amsterdam 
gran Curioso de dissegni.”’ 
Collections—Dr. Mead, Count Antonio Maria Zanetti, Flinck of 
Rotterdam, M. Van der Schelling, the Marquis Legoy, Thomas 
Dimsdale, Sir Thomas Lawrence. 
This drawing, a study for one of the frescoes in the Loggie of the 
Vatican, has long been regarded as an important work from Raphael’s 
hand.* 
In Raphael, the Renaissance reaches its culmination. The classical dignity 
of pagan art appears now not merely in the ornamental details, but 
in the human figure as well. The figures in this drawing have stepped 
out from a Roman bas-relief, but have gained a new emotional 
depth and are more dramatic than their Graeco-Roman prototypes. 


Rarragetto Santi (1483-1520), ascribed to. 
12. Portrait of a youth. 
' Head and shoulders of a handsome youth with short hair, in a tunic 
fitting closely to the throat, nearly full-face. 
In black chalk on white paper. 
10Z in. by 84% in. Dyce Bequest, 186. 
Collections—Medici and Jonathan Richardson. 


* Note—Dr. Borenius does not accept this drawing as Raphael’s work, but assigns it to 
a follower. 


Mey, 


A very beautiful and sympathetic drawing by an artist of merit, under 
the influence of Raphael. The Dyce Catalogue describes it as being 
a study for the Duke of Urbino in Raphael’s “ School of Athens. 
On the back is written: “This very fine Head with many other 
drawings I bought was in the Medici Collection in Old Frames with 
Glasses and thrown out as lumber. It is undoubtedly a portrait by 
Raphael of some friend as it has all the Elligance and Nature of his 
early drawing. I have one of Cardinal Sodorini’s in this stile but not 
so highly finished.” — 

Dr. Borenius ascribes it to Francesco dei Rossi (Il Salviati, 1510— 


1563). 


Portrait of a girl. : [PLATESY | 
The head and neck of a young girl, three-quarter face to the left. 

The outlines have been pricked with a needle for transferring the 
design, perhaps by an engraver. 

An 18th-century hand ascribes the drawing to Raphael, and as being 
the portrait of his mistress, La Fornarina. 

Black chalk on white paper. 

63° in. by 54 in. Dyce Bequest, 222. 
Collection—Charles Josi. 


Francia Bieio (1482-1525). 


14. 


TO 


Portrait of a youth. [Pirate VI.] 
Head and shoulders of a youth with long wavy hair, three-quarter 
face to left, the face strongly lit. 

Black chalk on buff paper. 

9% in. by 82 in. Dalton Bequest. D. 1010-1900. 
Formerly ascribed to Pinturicchio (1454-1513). 

Collections—J. Richardson, jun., W. Roscoe, and Heber. 


This must once have been a really beautiful drawing, but it has 
suffered somewhat from retouching. 


Dr. Borenius suggests the hand either of Andrea del Sarto or 
Franciabigio. The features of the youth are highly characteristic of 


the facial types in the latter artist’s frescoes in the Chiostro dello Scalzo 
in Florence. 


Anonymous, first half of 16th century. 


15. 


The Entombment. 

The body of Christ is laid on the tomb, and being prepared for burial 
by the Holy Women. 

In pen and ink with rose-coloured wash. 

64in. by 11rin. The top corners cut off. Dyce Bequest, 263. 
Collection—Thomas Thane. 


A very interesting drawing, dating from about 1530. The dramatic 
intensity of Raphael here tends towards exaggeration, and manneriza- 
tion has set in. The drawing has been ascribed to Sebastiano del 
Piombo. 


Giutio Romano (1492-1546). 


16. 


Design for the head of an ornamental mace. 

The flattened head of the mace is supported by two crouching 
nymphs. Satyrs’ masks, strap-work, and acanthus leaves make up the 
details of the composition. 

In pen and brown ink, with bistre wash. The drawing has been cut 
out along the outlines and pasted down on another sheet, inscribed in 
an 18th-century hand “ Rymsdyk’s Museum.” 

122 in. by 68 in. 4519. 


A good example of Giulio Romano, one of the best-known of 
Raphael’s followers. Giulio Romano’s more ambitious drawings are 
somewhat empty and pretentious ; but these ornamental subjects, of 
which he executed a large number, have great charm of design and 
draughtsmanship. 


PERINO DEL VAGA (1500-1547). 


17. 


The Virgin and Child with two saints and a donor. 
In bistre and flake-white wash on blue paper. 
742 in. by 67 in. Dalton Bequest. D. 1019-1900. 


Perino del Vaga was another of Raphael’s followers whose work at 
‘ts best has often been mistaken for the master’s. This drawing, 
however, only exhibits some of the peculiar mannerisms of Raphael, 
without his subtle charm, and is an interesting and well-preserved, if 
not exactly a fine, piece of draughtsmanship. 

II 


Antonio ALLEGRI (CoRREGGIO, 1494-1534). 
18. A flying amorino. [Prate VII.] 


A design for part of a cornice ; the winged, naked child hovers in 
the air, supporting a large globe on the left. ag ol 

In red chalk, with washes of red and bistre heightened with white. 

2% in. by 63 in. Dyce Bequest, 271. 
Collections—Prosper Henri Lanckrinck, Sir Peter Lely, Jonathan 
Richardson, and Arthur Pond. 


An authentic and beautiful drawing by the great North Italian 
master. 

Correggio’s work supplements Raphael’s in achieving the full develop- 
ment of Renaissance Art. Whereas Raphael gains dramatic emphasis 
largely by the use of form and gesture, Correggio strives for the 
emotional effects of light and atmosphere. This is a new thing in 
art, based on the work of Leonardo da Vinci, but practically a North 
Italian invention, carried out simultaneously by Correggio and by the 
Venetians, Titian and Giorgione. 

It is not too much to say that the whole outlook of the painter, from 
the 16th century to the present day, has been profoundly affected by 
this North Italian use of light and atmosphere. 


Tiziano Vecetu (Tirian, 1477 2-1 576). 
19°. The Virgin and Child. 


The Child is naked, and stands on His Mother’s knee, with His face 
turned towards hers. 

Black chalk heightened with white, on blue paper. 

11g in. by 9¢ in. The top corners cut off. Dyce Bequest, 230. 


Collections—Lord Somers, Jonathan Richardson, sen., Arthur Pond, 
and John Barnard. 


In this beautiful drawing, the attitude of the Mother and Child is 
charming and intimate, and the whole composition shows a suave 
majesty characteristic of Titian, though Dr. Borenius is doubtful 
whether it is actually from the master’s hand. 


Tit1an (ScHoor or), 


20. 
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Two studies of an old man, facing right. 


On the back are, by the same hand, two studies of an old man, 
full-face, and a draped leg. 


21. 


22. 


Black chalk, heightened with white, on blue paper. 
1Oqy in. by 113 in. Dyce Bequest, 265. 
The drawing has been ascribed to Titian. 
A young man in Venetian costume and short hair. [Pirate VIII.] 
He is resting on one knee, facing the left, and presents a cloth or 
garment. 
Black chalk, heightened with white, on brown paper. 
II in. by 733; in. The top corners cut off. 

Dalton Bequest. D. 1017-1900. 
The drawing has been ascribed to Jacopo Bassano. 
Two studies of a young man with a beard. In one he is bare-headed, 
full-length, and kneeling on one knee; in the other, which is head 
and shoulders only, he wears a flat cap. 
Black chalk, heightened with white, on blue paper. 
Ir in. by 74 in. lonides Bequest. C.A.I. 418. 
Old ascriptions—Giorgione, Titian. 
Collections—R. Houlditch, Sir J. C. Robinson. 
One would hesitate to ascribe these three drawings to Titian himself. 
They are interesting and meritorious productions, fairly close in style 
to Titian’s work, and distinctly showing his influence. The ascription 
to Bassano of No. 21 has much to recommend it. 


Domenico Campacnora (b. about 1482). 


one 


A concert in a garden. 

On the right, a young bearded man in Venetian dress, but wearing a 
turban, is playing the flute ; a lady is seated in the centre playing the 
mandolin ; on the left a page-boy is holding up a music-book, - 

Pen and brown ink. 

Ir in, by 15% in. Dalton Bequest. D. 1026-1900. 


A charming composition, full of Giorgionesque feeling. This is 
almost certainly a drawing by Domenico Campagnola, the talented 
pupil of Titian, perhaps after some original design by Giorgione. 


Jacopo Rosusti, called TrnToreTTo (1512-1594). 
24. Study of a monk kneeling. 


| Frontispiece. | 
He faces right ; his head is thrown back and his arms are spread out 
in astonishment. Study for “ The Assumption.” 


r3 


25. 


26. 


27. 
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In black chalk, heightened with white, on blue squared paper. 
14% in. by gf in. Dyce Bequest, 236. 
Collection—Sir Joshua Reynolds. 


Study of a man falling. . 

His face is turned to the right, and his knees appear to be giving way 
under him from fright. 

In black chalk on white paper. 

1075 in. by 67% in. Dyce Bequest, 239. 
Collection—Sir Joshua Reynolds. 


Study of a youth seated in the saddle. 

The youth only is seen, facing left, not the horse. 

On the back is an anatomical study. , 

In black chalk, heightened with white, on blue paper squared for 
copying. 

124 in. by 8 in. Dyce Bequest, 243. 
Collection—Sir Joshua Reynolds. 


The Crucifixion. 

In black chalk and flake-white, on blue paper heavily squared for 
copying. 

154in. by 1ofin. Dyce Bequest, 235. 
Collection—Benjamin West. 


These four drawings are selected from fifteen by Tintoretto in the 
Dyce Bequest. They are authentic and highly interesting examples » 
of the master’s work. 

Tintoretto’s work exhibits none of the suavity of his great teacher, 
Titian. Instead, we find a concentration of emotion ‘almost 
amounting to fury. ‘Tintoretto’s figures are shaken and rent by the 
violence of their passions, and the effect is heightened by the glaring 
light which falls on their limbs. The kneeling monk in (24) is the 
personification of surprise, while in (25) an amazing shorthand of 
rough, scrawling lines gives us an overwhelming picture of terror. 
With Tintoretto and his contemporaries, Italian art has reached an 
emotional phase of heightened and dramatic expression, foreshadowed 
by Raphael and developed by Michelangelo. This great movement 
of the creative spirit, which for lack of a better term may be called 
baroque, spread over the Western World and lasted well into the 
18th century, bearing somewhat the same relation to the earlier 


art of the Renaissance as- did Hellenistic art to the simpler Greek 
style of the age of Pericles. 


It is not easy for us to understand the baroque. Much of it appears 
to us to be theatrical and meaningless. That is particularly true of 
the work of later, lesser artists, who spoke the great rolling language 
of Michelangelo and Tintoretto, and with it expressed only the 
poverty of purpose of the declining Italian genius. 


VENETIAN Scuoot, late 16th century. 


28. 


Rebecca at the Well. 


Rebecca, on the left, is drawing water: and on the right is Isaac, a 
middle-aged, bearded figure in Venetian dress: attendants with brass 
vessels. 


1535 in. by 10 in. Dalton Bequest. D. 1067—1900. 
Collection—J. Auldjo. 


A beautiful, typically Venetian scene, bathed in sun and atmosphere. 
The conception is suggestive of Titian, or of Jacopo Bassano (1510- 
1592), but the drawing itself appears to be by a lesser hand, perhaps 
after a picture. In fact, the handling is very similar to that of the 
Dutch artist, Jan de Bisschop (1648-1688), who made several such 
drawings after Venetian pictures. Compare the artist’s drawing, 


No. 126. 


Feperico Baroccio (1528-1612). 


29. 


30. 


Christ appearing to the Magdalene. 


Christ has risen and appears to Mary Magdalene, who kneels with 
outstretched arms on the right. 


Chalk and flake-white. 
14;°5 in. by 10 in. Dalton Bequest. D. 1013-1900. 


A sheet of sketches. 
Head of a young woman, a child, and an old man. Two hands. 
Red chalk. 
84 in. by 6z4,1n. Right-hand lower corner missing. 
On back: “ Baroccio. Bought at Rome 1768. U. Price.” 
Ionides Bequest. C.A.I. 593. 
Collection—Uvedale Price. 
With Baroccio, another element—the pietistic, or sentimentally 
religious—appears in baroque art. 


=) 


Baroccio was an undoubtedly capable artist, and No. 29, before it was 
retouched by a heavy later hand, must have been a powerful and 
moving composition, even though the conception must necessarily 
appear sophisticated to modern tastes.. The small sheet~of heads 
deserves attention ; the expressions are vivacious and charming. 


ANNIBALE CarrRacci (1560—1609). 


BY. 


32. 


33: 


A nude male figure reclining. 

He lies, huddled up, with one arm under his head. 

Red chalk. 

82in. by 13}1n. Dyce Bequest, 292. 
Collections—Arthur Pond, Jonathan Richardson, jun., Sir Joshua 
Reynolds, John Barnard, and Uvedale Price. ; 


A nude male figure seated. 

Half-length, seen from behind. 

Red chalk. 

72in. by 52 in. Dyce Bequest, 326. 
Collections—John Barnard, Sir Joshua Reynolds, and Marquis 
Cholmondeley. 


Study from life : A nude man seated, half-length, turned to the right, 
his left hand raised. 


Red chalk. Retouched. 


124in. by 8fin. Dalton Bequest. D. 980-1900. 
Collections—Sir Peter Lely, Richard Cosway. 


If the artists of the Carracci School are less darogue in character 
than their contemporaries, it is because this family of artists were 
“eclectics” and went back deliberately fifty to one hundred years, 
seeking their inspiration from Raphael, Michelangelo and Correggio. 
It is the influence of the last-named which would appear to have 
been most powerful in the finely-drawn figure in No. (31). 


SIMONE CanTarinI, called Da Pesaro (d. 1648). 


34. 


A sheet of studies of cupids in various attitudes. 

Red chalk. 

104 in. by 8 in, Dyce Bequest, 299. 
Collections—Nicolaas Haym, Lord Spencer, and William Esdaile, - 


35. A sheet of studies for the Virgin and Child, St. Joseph, and the 


little St. John the Baptist. 
Red chalk. 
9 in. by 82 in. Dalton Bequest. D. 1055-1900. 


This is not powerful drawing. The great genius of Italy is 
beginning to fail, but there is still undeniable skill in the draughts- 


manship of (34), the little boy in the centre sitting up in fine vigorous 


fashion. No. 35 is weaker: it is, perhaps, by a different hand, 
possibly that of the girl-artist, Elisabetta Sirani (1638-1665), 
famous in her time, who died of poison at the age of twenty-seven. 
The handling is very similar to that of the etchings by this artist 
—feminine and diffuse, but not without charm. 


Jusepe Riera, called In SpAGNoLETTo (1588—1656). 
36. The Martyrdom of St. Bartholomew. 


The saint is tied to the cross : three-quarter length, facing right. 
Pen and brown ink and wash. 
775 in. by 104%, in. Dyce Bequest, 609. 


Ribera was born in Spain, and belongs to the Spanish School, but 
he worked much in Naples (the semi-Spanish Naples of the 17th 
century), and is really a link between the late Italian and the Spanish 
Schools. The pietism here is not of the somewhat sickly type of 
the School of Bologna, but harsher and more genuine, as befits a 
native of the land of the Inquisition. The artistic influence is 
Venetian rather than Bolognese, and there is kinship with that other 
ardent spirit, Tintoretto. 


Francesco Guarpi (1712-1793) 


37: 


38. 


Steps leading to an archway, with a temple beyond. 
A slight sketch in brown line and wash. 


7in. by $7 in. Dyce Bequest, 26r. 


Figures under a monumental archway. 
A slight sketch in brown line and wash. 
roz¢ in. by 643 1n, Dyce Bequest, 260. 
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39. An avenue leading up to a country house. 
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On the back: A rough sketch of a large number of gondolas. | 


Pen and wash. 
t1in. by 15#in. Ionides Bequest. CAI. 413. 


Collection—Jean Gigoux. 


In the 18th century, Italian art, which had been persistently declining 
for over a century, experienced a revival in the persons of a number 
of Venetian artists. The elder Tiepolo (two volumes of whose 
studies are in the Students’ Room of the Department of Engraving, 
Illustration, and Design) and Canaletto may perhaps be considered 
the leaders of this revival, but the vogue of Guardi has for years 
been rapidly and justifiably growing. 

To the portentous Baroque of the 17th century a new and somewhat 
French phase had succeeded in the 18th—the lightness, gaiety, and 
rather artificial vivacity we call Rococo. Francesco Guardi was a 
master of all this, and took, moreover, a quite modern delight in 
sun and atmosphere. One may call him, as one feels inclined, the 
last of the Old Masters, or the first of the Moderns. 


SECTION II. GERMAN SCHOOL, 


“T HE Museum Collection contains a few important examples 

of the old German Masters, though these do not afford 
an adequate idea of the development of the School. In any Case, 
it is a difficult thing to indicate the progress of German art, owing 
to the remarkable state of Stagnation that set in quite early in 
its history. 

In the later Middle Ages the art of painting was highly 
developed in Germany, and in Northern Europe was second 
in importance only to the closely allied art of the neighbouring 
Netherlands. When the influence of the Renaissance spread 
northwards from Italy, the German genius reached altitudes, in 
the persons of Durer and Holbein, which the Netherlands in the 
'16th century never attained, and which may be compared to 
the level of the great Italians themselves. 

Shortly afterwards came the decline, a singular state of artistic 
poverty and stagnation, lasting till the revival of national life in 
the 19th century. This long period is only enlivened by isolated 
figures, of no great prominence. 


Anonymous (late 15th century). 


40. The Adoration of the Magi. The Virgin and Child are on the 
left, with two kings kneeling before them. The third king, in the 
background, is handing his offering to St. Joseph. 

Pen and ink. 


735 in. by 64 in. Dyce Bequest, 360. 


Anonymous (late 15th century). 


41. The Annunciation. [Pirate IX.] 
A Gothic domestic interior, with the Virgin kneeling at a prie-dieu, 
under a covered canopy on the right. The angel is on the left, and 
through a door in the background may be seen another room with a 
table laid for a meal. 

Pen and bistre, and wash, 


iy 


73 in. by 544 in. Dyce Bequest, ce oe 
Collections—Sir Peter Lely, John, Duke of Argyll, Thomas Thane, 
and William Esdaile. . 

These two interesting examples of the late Middle Ages, before 
the coming into Germany of Renaissance influences, are neither of 
them to be attributed to important artists. 

The Annunciation, perhaps by a somewhat stronger and more prac- 
tised hand than the Adoration, is reminiscent of the work of the 
engraver, Israhel van Meckenem, and shows us a particularly fascinat- 
ing 1$th-century domestic interior. 

Neither of these two drawings is to be dated very much before I 500, 
yet both are still completely Gothic—that is, in the medizval tradition, 
at a period when all Italian art was already imbued with Renaissance 
influences. 


ALBRECHT D@RER (1471-1528). 

42. A piper on horseback, with sketch of the Virgin and Child. [Puate X.] 
A bagpipe-player, mounted on a bony horse, rides towards the left. 
Lower, in the left corner, is a sketch of the Virgin and Child. 

Signed “A D” (monogram) “1512.” 

Pen and ink. 

10g in. by 7} in. Dyce Bequest, 362. 
A remarkably interesting example of the master’s draughtsmanship, 
which is often summary and stenographic in his pen-work, as com- 
pared with the finished precision of the line in his engravings. 
This drawing, done six years after Durer’s second visit to Italy, 
shows the full freedom of the “new manner” that has abandoned 
the constraints of the old Gothic tradition. 

The drawing was reproduced in the Publication of the Durer Society 
(vol. VII, p. 8, 1904), with the following note : 
“This masterly sketch was recently found by Mr. Peartree, hidden 
away and forgotten, among miscellaneous drawings belonging to 
the collection bequeathed to the South Kensington Museum by 
Alexander Dyce in 1869. An unfavourable judgement had been 
passed upon it in the printed catalogue of the Dyce Collection by 
G. W. Reid, the late Keeper of Prints and Drawings at the British 
Museum, at a period when Diurer’s drawings were less known and 
appreciated than at the present day. No qualified student of Durer 
could now mistake it for a copy or a forgery. The drawing is on 
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thin paper with the trident watermark found on at least three of the 
London drawings (the Justice of Trajan, the Virgin and Child dated 
1503, and the Rhinoceros dated 1515) and on many leaves of 
various dates in the MS. volumes at Dresden and in London.” 

By the principal subject we are reminded of that earlier study of a 
lean old horse, the famous charcoal drawing of 1505, inscribed 
Me(m)ento mei (1., 4). The rider, inthis case, is not Death the King, 
but a somewhat grotesque performer on the bagpipes. The horse 
itself is drawn with a rapidity, force, and economy of line worthy of 
the hand of Rembrandt or Hokusai. The articulation of the legs 
and the bony structure of the body are suggested with wonderful 
skill. The jaded look of the poor old hack with its Roman nose, its 
ragged, scanty mane, is simple and pathetic ; the least hint of a human 
expression might easily have turned it into a caricature. A single line 
serves adequately for the tail. “The ink is much faded. 

The sketch of a Madonna, seated and suckling her child, is also rapid 
and clever, but not of such exceptional ability as the drawing of horse 
and rider. The group resembles none of the engraved Virgins. 
The lines between the knees and the horse’s hoof appear to have no 
meaning. 

The paper bears two stamps ; that of the Victoria and Albert Museum 
is recent; the oval mark of an earlier collection has not been 


identified. 


Hans BatpunG Grun (1470 or 1476-1552). 
43. Study of the fallen horse, and of the fortress, for the wood-cut “ The 


Conversion of St. Paul” (Bartsch, Le Peintre Graveur, vol. vil, p. 311, 
No. 33). 
Pen and brown ink. 

Zin. by 164 in. Dyce Bequest, 365. 
The wood-cut is also shown. 
Balding Grin, almost a contemporary of Direr’s, was a prominent 
and sympathetic figure of the German Renaissance. The horse and 
the landscape are very Italian, almost Titianesque, in treatment. 


Maruias GrUuNEWALD (died c. 1530), ascribed to. 
44. Virgin and Child and St. Joseph. 


The Virgin and Child are seated in the shade of a tree, with 
St. Joseph sleeping on the left of the Virgin. A mountainous 
background. 
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Dated “1501” on lower edge. 

Black brushwork, heightened with white, on grey coated paper. 

172 in. by 7 in. Dalton Bequest. D.-972—1900. 
Collection—T. Dimsdale. 

An early drawing, clearly not by a first-rate master. It may be a 


contemporary copy from a design of the interesting painter Griine- 
wald, who had many affinities with the better-known Altdorfer. 


Hans Horsein the Younger (1495-1543). 


45. 


Portrait of a bearded man, nearly full-face. 
Black and coloured chalks on salmon-tinted paper. 


‘I4in. by 108 in. ‘Dyce Bequest, 363. 


Collector’s mark, an 8-pointed star (Fagan, 577, unknown). 


It is unfortunate that what was once a good example of Holbein’s 
amazing portrait-work should have suffered the fate of this drawing. 
Though a vandal hand has retouched and spoilt the master’s delicate 
tracery, something of the original charm still appears. 


Mexcutor Lorcw (1527-1586). 


46. 


A senate in council. 


The councillors are seated round a semicircular vaulted apse, with a 
raised throne in the centre. The figures of petitioners on the right. 
Pen and ink on brown paper, heightened with a wash of yellow body- 


colour. 
F ” 
15M L54: 
85 In. by 1042 in. Dyce Bequest, 366. 


Lorch was a Dane, from Flensborg in Slesvig : he appears to have 
assimilated classical influences through Holbein. 


Signed “ 


ADAM EtsHEIMER (1574-1620). 


47. A moonlit landscape. [Plate XI.] ; 
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The moon has just risen, and throws its reflection on a mere bordered 

by thick woods. In the foreground is a man fishing. 

Distemper, heightened with white. 
ta th. by 108 im! 


Dyce Bequest, 268. 
Collection—William Esdaile. % : x 


This beautiful drawing is by an artist whose importance it is difficult 
to overrate. Living at a time when original German art had prac- 
tically perished, and the realistic landscape art of Holland had yet to 
be born, Elsheimer has most affinity with the Frankenthal School, a 
group of Flemish artists, Gillis van Coninxloo at their head, who had 
fled the religious persecutions in the Netherlands and settled in the 
Palatinate. 

Elsheimer worked much in Italy, but there is little of the Italian in 
his conceptions. In him we can rather observe that delight in the 
representation of Nature in a mystic, emotional mood, which is to 
reappear so strongly later in the work of Lastman and Rembrandt. 


WenzeL Hotrar (1607-1677). 
48. View of Cologne. 
The town is seen from the Rhine, surrounded by its walls with large 


watch-towers. The river is flanked with a wharf at which timber- 
rafts are moored. A church with twin steeples stands in the middle 


of the town. At the top is the inscription “Tot Ceulen” [at 
Cologne]. 
Pen and brown ink. 

2 in. by 114% in. Dyce Bequest, 372. 


Hollar was a Czech, a native of Prague. But the artistic tradition in 
which he worked was learned from the engraver Merian, of Basle, 
whose work Hollar’s distinctly resembles. Hollar might also 
justifiably be placed in the English School, owing to the large part of 
his life which he spent working in this country. This drawing 
appears, however, to be an early work, produced before Hiollar 
migrated to England in 1637. Similar drawings of the towns of 
Wesel and Lippe are in the British Museum. 


AnonyMous (18th century). 


49. Torchlight scene in a vault. 
A party of ladies and gentlemen with attendants, examining a sub- 
terranean vaulted chamber. . 
Pen and brown ink, on grey paper, with washes of ink and colour : 
the lights scraped out. 
812in. by 52 in. Dyce Bequest, 384. 
A very pleasant, honest drawing, somewhat resembling the work of 


Daniel Chodowiecki (1726-1801). 
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SECTION II]. FLEMISH SCHOOL. 


[? is not possible to separate the Dutch and Flemish Schools 
till the 17th century. Their artistic manner is similar till 
long after the rise to independence of the Dutch United Provinces. 
This section contains drawings of the entire Netherlands of 
the 16th century, and Flemish drawings of the 17th century, 
there being a clearly marked chain of development between the 
two. Dutch drawings of the 17th century show the beginnings 
of a different artistic outlook, and are grouped together in Sec- 
tion IV. 

The great early periods of Van Fyck and Memlinc are not 
represented in the collection, and there is none of the work of 
Mabuse or Van Orley to illustrate the Flemish Renaissance. 
There are, however, some good examples of the later 1 6th-century 
“Ttalianizers” who formed the artistic mi/iew in which Rubens 
was bred. Rubens himself, and Jordaens, are well represented ; 
Van Dyck but poorly. 

The late 16th-century artists of the Netherlands are rarely 
treated with quite the attention they deserve. Though much of 
the work of the “ mannerizing ” school—which, in clumsy Dutch 
fashion, borrowed the plastic forms of Michelangelo—is of deli- 
berate grossness, there remains a very high standard of original 
work. Some of the exhibited drawings show a spirit of fantasy 
for which we look in vain in subsequent better-known periods. 


Jan Swarr (died 1535). 
50. Capture of a city. 
The commander of the vanquished town kneeling before the con- 


queror. Flaming buildings, soldiers, Heeing women and children, 
in the background. 


Pen and ink, with washes of Indian ink. 
13% in. by 84%, in. Dyce Bequest, 364. 


Formerly attributed to Lucas van Leyden. 


This type of drawing, of which many were used by the stained-glass 
makers of Germany and the Netherlands, is an early example of the 


Italianizing manner. 


PreTeR BrueGueEt the Elder (1510—1570). 


51. 


Kermesse. 

The market-place of a small town with peasants feasting, dancing, 
brawling, and making love. 

Chalk, with pen and ink, slightly tinted. 

1shin. by 21} in. Dyce Bequest, 497. 


This is a vigorous and early example of the use of water-colour, and 
is characteristic of the elder Brueghel. Such somewhat savage scenes 
of peasant life we find again and again in Brouwer, Teniers, and 
Ostade, but Brueghel has a spaciousness which is all his own. 

A similar scene by Brueghel, the Kermesse of Hoboken, was 
engraved by an anonymous engraver under the editorship of B. de 


_Momper, and J. de Galle edited another edition, also by an 


anonymous engraver. (See Basrerazr, R. de, Peeter Breughel 
? Ancten, vol. ii, pp. 208, 212, 263-4.) 


Jacop Savery (c. 1545—1602). 


52. 


Kermesse. 

A village festival. The church is in the middle distance, two peasants 
are carrying the effigy of the Pope through the doorway, and are 
followed by a procession. Many persons dance in front of a tavern 
on the right of the foreground. 

Signed “Taque Saverr 1598 ”’ on a stone in the foreground. 


Water-colour. 

14% in. by 20%. Dyce Bequest, 513. 
Another Kermesse by a later, less vigorous artist, this is also an 
interesting early example of water-colour painting, though Brueghel’s 
simple tints are changed for an elaborate and more highly finished 
scheme of colour. ‘Though on a large scale, the work is closely 
akin to that of the miniaturists in illuminated manuscripts of an 
earlier date. 


a) 


Jan (“ Vetvet ”) BruEGHEL (1565—1642). 


53: 


54. 


55: 


Landscape : A road with a hooded cart and travellers. 
Pen and brown ink, the distance done in blue. ~ 
7% in. by 124 in. Dalton Bequest. D. 954-1900. 


Wagon and cart in a roadway, on the border of a wood. 
Pen and bistre, tinted with bright colours. 
A circle of 77% in. in diameter. Dyce Bequest, 529. 


Landscape with a water-mill, a roadway leading from the foreground 
to a wooden bridge on the left. 

Pen and ink, washed, and slightly tinted. 

7% in. by 104% in. «Dyce Bequest, 528. 
“Velvet” Brueghel, the second son of the elder Brueghel, follows 
in these three drawings the tradition of his father, and has not 
allowed himself, as he did later, to fall under the Italianizing 
influences which moulded Rubens. 

This is sincere, honest work, based on actual observation, such as 
we see later in the work of the Dutchman, Ostade. 


HeEnprik Gorrzius (1558—1617). 


56. 
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Lot and his Daughters. [PLate XII.] 


On a couch on the left, Lot and a daughter with a wine-cup : on 
the right, another daughter setting food and drink on a table; a 
small hairy dog on the left.. Pen and ink and sepia wash, with 
flake-white and rose-tint. 

Engraved the same size by a Dutch engraver, contemporary with 
Goltzius, whose name does not appear on the prints. There are 
four lines in Latin beneath, and “H. Goltzius invent.” Also 
engraved by Jan Saenredam with the same inscription, and in 
addition, “ J. Saenredam sculp Ao. FSO9 > OCG 

Signed “H. Goltzius Ao 1597.” : 

7h it, Dy TOs in. Dyce Bequest, 392. 
Collections—Ploos van Amstel, Sir Thomas Lawrence, and William 


Esdaile. 


Goltzius, the famous engraver, is notable as being one of the chief 
exponents of the Italianizing mannerism. He is far from bein 

the earliest Netherlander to fall under baroque influences, the hore 
ment being already noticeable in Mabuse and Lucas van Leyden ; 


but owing to the technical excellence and wide distribution of his 
prints, Goltzius may be cited as a typical figure of his period. The 
“Lot and his Daughters” is an indisputably capable piece of work, 
and shows the artistic ancestry of Rubens. 


Joacuim UyTewaeL (1566-? 1604). 


57: 


A Garden of Love. 


Nude youths and maidens making love in a park-like landscape. In 
the centre, a goat. 


Pen and sepia and wash, heightened with white. 
68 in. by ro7g in. Dalton Bequest. D. 1083-1900. 
A drawing by a little-known master, a glass-painter and linen- 


merchant of Utrecht, showing all the characteristic mannerisms of 
the Goltzius period. 


Hans Bot (1534-1593). 


58. 


A road through a village. 

On the right, an inn with a sign-board. In the centre, a covered 
wagon and a horseman toiling up a hill. 

Signed “ H Bol 1580.” 

Pen and sepia and wash. 


Bein. by 7240. Dyce Bequest, 501. 


The Magdalen meeting Jesus outside the House of Simon the 
Pharisee. 

The house, on the left, is surrounded by a moat, and is an imposing 
piece of architecture, with a bed-chamber showing through a large 
open window. In the background are hills and a large town. 

Signed “Hans Bol 1568.” 

Pen and ink, with violet wash. 

gtin. by 124% 1n. Dyce Bequest, 500. 
Collections—Dr. Peart, and William Esdaile. 


These two drawings show the two separate tendencies in Flemish art 
—the village street, done with the intimacy and realism of Jan 
Brueghel, and touched with an additional softness and warmth of 
atmosphere, exemplifies the realistic tendency. The romantic and 
extravagant side of the art of this period is shown in the Biblical 
scene with its fantastic figures and landscape. 


oy, 


Jacop pe Gueyn, the Elder (1565-1615). 
60. The Vision of Ezekiel. 


61. 


The prophet sits, nearly naked, on a large stone, contemplating the 
burning bush, and has a pair of spectacles in his right hand. A 
second pair lies on a book at his feet. 

Signed “J. D. Gheyn Fe. Anno 1609.” 

Pen and brown ink. 

6% in. by g in. Dyce Bequest, 503. 
Landscape with bandits. [PLaTE XIII. ] 
The mouth of a river. On the left are two banditti plundering the 
body of a man they have murdered, while a companion keeps watch 
from a rock near them in the foreground. ‘ 

Signed “ J D Gheyn. in. 1613.” 

Pen and brown ink. 

62 in. by 92 in. Dyce Bequest, 504. 
Collections—Ploos van Amstel, Sir Thomas Lawrence, and William 
Esdaile. 

With Jacob de Gheyn, the fantastic is tinged with a certain mysticism 
which is wholly Northern in character. This interesting artist, like 
Goltzius, best known as a line-engraver, combines the two tendencies 
of his period by wedding the realistic with the imaginative side of 
nature. 

In one drawing he shows the Prophet sitting naked and haggard, 
staring at the Vision which appears in the great fire, while at his feet 
are scattered his leather-bound volumes, and drawing instruments. 

In the other, with bold strokes of the reed pen, he depicts a great 
rolling landscape culminating in fantastic peaks under a lowering 
sky. A solitary robber, standing guard, dominates the entire scene, 
while in the background, his accomplices have killed and pillaged an 
unfortunate traveller. De Gheyn has here achieved what the old 
Chinese painters have habitually done, and European artists rarely : 
he has made his human figures fit emotionally into his landscape. 


Anonymous (early 17th century). 


62. 
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Landscape with a stunted tree on the left : below, a castle ina wood, 
and in the distance, a lake and a town. 


Red chalk and tint. 
776 in. by 10§ in. Dalton Bequest. D. 955-1900. 


63. 


64. 


Showing something of the emotional feeling for landscape which we 
see in the work of Elsheimer. This is evidently an Italian scene, 
some valley in the foot-hills of the Apennines, dominated by an old 
Ghibelline stronghold. 


Landscape with a hermit in a cave. 

A fantastic scene, with wild rocks and trees. 

Brown, green, and white wash, on grey paper. 

1074 in. by 15# in. Dyce Bequest, 539. 
Attributed to Abraham Teniers. 

Collection—Lord Spencer. 


Landscape with a road. 

The road winds up the hill towards the spectator: on the left are 
finely formed clumps of trees. 

Black chalk, heightened with white, sky and distance tinted, on a 
brown paper. 

8 in. by 12} in. Dyce Bequest, 506. 
Attributed to Lodewijk de Vadder. 


Paut Brit (1554-1626). 


65. 


Landscape with bandits. [Prate XIV.] 
Three armed men attacking a pedlar resting under a tree. A small 
river and village in the distance. 

pigneds“ Ps Brill) -V. hi 

Pen and brown ink, tinted. 

7-5 in. by 10% in. Dyce Bequest, 507. 
The tendency towards the weird that all these landscapes (62—65) show 
was very strongly developed in late 16th century Flemish art. It is an 
interesting speculation to enquire whether the abnormal mentality 
expressed in these works was not directly caused by the disordered 
emotions of mankind during the singularly troubled period that 
followed the Reformation and Counter-Reformation. In the case of 
the Netherlands, the long and terrible struggle with the Spanish 
Monarchy may well be taken into account. f 

In Holland in the 17th century, under the more settled conditions of 
a prosperous national state, less torn by religious controversy, and 
founded on a bourgeois condition of well-being, a more placid 
naturalistic outlook upon art becomes more normal, 
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Davin VincKEBoons (1578—1629) 


66. 


The Prodigal Son feasting and dancing with his companions under 
the branches of large trees, a fountain on the left, and a garden in 
the distance. ; 

Pen, on grey paper, washed with green, and heightened with white. 
134% in. by 185%, in. Dyce Bequest, 510. 


Anonymous (dated 1581). 
67. Banquet. Six pairs of lovers seated feasting, a musician plays on a 


guitar behind them, and a maid is bringing in viands. A massacre 
and a burning town are shown through the doorway and window. 

A drawing for an engraving. 

Pen and distemper colour, heightened with white.. 

13g in. by 182 in. Dyce Bequest, 442. 
In left-hand lower corner, “ 1581’; on right “Theodorus B.. .” 
A festive scene, pleasantly treated somewhat in the manner of 
Vinckeboons. The Dyce catalogue (at a time when the signature and 
date were covered) attributed the drawing to the engraver Dierik 
Matham (1598-1 677), after a picture by Veronese ; but the drawing 
is clearly earlier than this, and does not recall any Italian original, being 
spontaneously Flemish in execution. 


Perer Paut Rusens (1577-1640). 
68. Studies from life for figures in “The Miracle of St. Francis Xavier,” 


69. 
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on the altar-piece now in the Imperial Museum, Vienna, which also 
possesses the complete study in oils for the larger paintings. (See 
reproductions in Klassiker der Kunst, P. P. Rubens.) [Prats XV.] 
Inscribed “ P, P, Rubbens,” 

A Flemish inscription in a later hand reads :—“ Rubbens fecit uit ’t 
grote antaar Stuk van de Paters Jesuite te Antwerpen van St. Ignatius.” 
Chalk. 

I4y’g in. by 214 in. Dalton Bequest. D. 904-1900. 
Collection—Sir Thomas Lawrence. 


Study from life for the foreground figure on the left of « The Four 
Pigs of the Globe (the Four Rivers),” in the Imperial Museum, 
lenna. 


Chalk, 
124 in. by 174% in, 


70. 


OE: 


72: 


On the reverse are slight studies of Pade children. 


Dalton Bequest. D. 903-1900. 
Collection—Sir Thomas Lawrence. 


Study of a figure for “The Last Judgment,” of a man falling 
backwards in excruciating agony on having his tongue pulled out. 


Black chalk. 


Tog in. by 12. Dyce Bequest, 520. 
Collection —R. Cosway. 


Study of arms from nature ; a man’s face on the right. 
Black chalk, heightened with white. 
rgsin. by 1144 in. Dyce Bequest, 516. 


The Eternal Father. He is heavily draped and reclining on clouds, 
and supported by the Globe, over which He stretches His left arm, 
while He raises His right hand in benediction. 

Inscribed with a spurious signature, “ Taddius Zuccarus.” 

Black chalk and oil colour, heightened with white. Ruled in squares 
for copying. 

16q5 in. by 144%; in. Dyce Bequest, 514. 
Collection—Charles Rogers. 

The figure of Rubens is generally considered as standing at the 
culminating point of Flemish art, where Northern and Italianising 
tendencies combine. It may well be held that such a combination 
is, after all, a mingling of incompatibles, but the genius of Rubens is 
colossal and undeniable, and the five drawings which are here exhibited, 
give a fairly adequate idea of his masterly draughtsmanship. The 
study of the man for “The Miracles of St. Xavier” (68) and the study 
of limbs (71), give an overwhelming effect of power. 


Jacos JorDAENs (1593-1668). 


73: 


74- 


Christ appearing to Mary Magdalene in the Garden. 
Red and black chalk, slightly tinted. 
rghin. by rg in. Dalton Bequest. D. 930-1900. 


The Virgin and Child in an architectural niche, flanked by angels 
swinging censers. Above, God the Father and the Dove, with putt 
bearing festoons of foliage. 

Chalk, pen and ink, with body-colour. 

133 in. by rog in. Dalton Bequest. D. 1038-1900. 
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75: 


76. 


Christ bearing His Cross, with St. Joseph and the Holy Women, one 
holding a flaming heart : winged cherubs and the Lamb. 


Red and black chalk, with brown wash. 


143 In. by 19. Dyce Bequest, 532. 
Design for tapestry: A huntsman with dogs within an ornamental 
border or framework. [PLate XVI.] 
Gouache. 

19% in. by 14 in. 4905. 


Jacob Jordaens is a later development of Rubens, coarser and less 
fluent, but still undeniably able. The four drawings, all in colours, 
are interesting examples of this master’s manner, the design for a 
tapestry, No. 76, being particularly fine. In the work of Jordaens 
the Rubens tradition is translated into decidedly more angular terms. 
The mystical element, so strong in the earlier masters, has become 
theatrical and somewhat unreal. In this manner, the great Flemish 
School declines into weakness and gradual extinction. 


Lucas van Upen (1595-1662). 


77: 


78. 


79. 


An extensive landscape, with a river winding among buildings and 
plantations ; in the foreground, a tower with an elaborate corona. 

Pen and sepia, highly coloured. 

84in. by 13} in. Dyce Bequest, 538. 
A wide stretch of wooded country, with a church in the distance, 
and travellers resting in the foreground. 

Pen and ink, slightly tinted, 

825 in. by 138 in. Dalton Bequest. D. 951-1900. 
A pond in a wood, with peasants watering cattle. 

Pen and ink, slightly tinted. 
83 in. by 1328 in. Dalton Bequest. D. 952-1900, 
These charming landscape drawings, by a contemporary of Rubens 


who came under his influence, may be regarded asa connecting link 
between Flanders and the later Dutchmen, Ruisdael and Hobbema. 


ANTony van Dycx (1599~1641). 


80. 
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Study for a portrait of an old man, with a pointed beard, in a ruff 
three-quarter length. . 


Chalk on blue paper. 


13g in. by 1048 in. Dalton Bequest. D. 909-1900. 
Collections—T. Hudson, Sir Joshua Reynolds. 


This is a very slight first study for one of the figures described as 
being @ Prince of Orange with his Tutor, in the possession of the 
Marquis de la Bisenere-Thiennes of Brussels, and exhibited at the 
Van Dyck “Tercentary” Exhibition held in Antwerp in 1899. 
This painting was engraved as a work of Van Dyck by Scheltemar 
and Volkenam of Amsterdam and the engraving is reproduced in 
the Klassiker der Kunst, Van Dyck (vol. XIII, No. 484). In the Notes 
to this volume (p. 520) the painting is not accepted as authentic 
and is included amongst works by other hands, but attributed to 
Van Dyck. There is little doubt, however, that the Dalton Bequest 
drawing, D. 909-1900, is by the hand of Van Dyck himself. 


81. Study for a portrait of a young lady in open-necked dress and with 
long ringlets. Three-quarter length. 
Chalk on brown paper. 
1344 in. by 9% in. Dalton Bequest. D. 908-1900. 


82. Study for figures of two angels. 
Sepia, pen and wash. 
On the reverse is a study in chalk of a man’s arm holding a book. 
gtin. by 7} in. Dalton Bequest. D. 910-1900. 
With Van Dyck, the great Flemish tradition is transplanted to foreign 
countries, notably England. The slight, but elegant portrait draw- 
ings (80 and 81) are somewhat unimportant examples of that great 
mass of distinguished portrait work with which Van Dyck impressed 
the rising French School, and, eventually, Sir Joshua Reynolds and 
the classical portraitists of 18th century England. The drawing of 
angels (82) is a highly characteristic example of the artist’s draughts- 
manship. 


Lievin Cruyt (b. 1640). 


83. View in Rome. 
The River Tiber, with the Bridge and Castle of S. Angelo. The 
Dome of St. Peter’s in the background. On a balcony in left 
foreground, a lady with two cavaliers, 
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Signed “L. Cruyl fec. Rome.” 

Pen and ink, with brown and grey wash on vellum. | 

72 DY Ti) ih, Dyce Bequest, 546. 
Cruyl was a priest of Ghent, who produced a considerable number 
of drawings of Rome of this type, rather tightly drawn, but very 
exact and careful in the rendering of architecture. 


GERARD Secuers (1589-1651). 


84. 


A religious procession. : 

A long procession of clerics and laymen, with the city of Bologna 
in the background. On a cloud are the Virgin and Child, with 
saints. 

Red chalk. 

124 in. by 932 in. Dyce Bequest, 530. 


ANToINE FRaNcoIs vAN DER MEULEN (1634-1690). 


85. 
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A classical battle-piece. 

Carefully drawn in black-lead with black and brown wash and flake- 
white. 

37% in. by 63 in. Dyce Bequest, 573. 
This minutely executed battle-piece shows the French influences 
which superseded the Italian, and is typical of the court art of 
Louis XIV. Already the art of Flanders has ceased to have an 
independent existence. 


SECTION IV. DUTCH SCHOOL. 
a as the young Dutch Republic of the early 17th century 


was a new type of state, sober and mercantile in its ideals, 
so the art which it produced was of a new type, homely and 
naturalistic, and differing fundamentally from the rich, pompous 
art of contemporary Flanders. 

The great period of Dutch art lasted little more than half 
a century : a chronological arrangement of the drawings is there- 
fore not called for, except that some late 17th and early 18th cen- 
tury examples are grouped together at the end of the section and 
serve to illustrate the decline of the school. 

One thing that is noticeable in every collection of Dutch 
drawings is the very large number of examples which are not 
so much working sketches and studies for pictures as complete 
works of art, carefully finished, signed and dated. In 17th-century 
Holland the “connoisseur” element was already making itself 
perceptibly felt. It was a prosperous community of settled habits 
and artistic tastes, with many collectors, not only of easel pictures, 
but of drawings and etchings. That is why the Dutch School is 
nearly always so well represented in any considerable collection 
of drawings. 


Henprick CoRNELISsEN Vroom (1566-1640), ascribed to. 

86. Sea-coast with fishermen, and boats putting out to sea. 
Pen and brown ink. 

vg in. by 7385 1n. Dalton Bequest. D. 1104-1900. 

Collections—Count M. von Fries, and William Esdaile. 
This drawing, full of bustle and movement in ships and figures, and 
attributed, probably correctly, to the little-known master, Vroom the 
Elder, is an early example of the Dutch realistic tendency, and it may 
be compared with the drawings of the Flemings, Bol and Paul Bril, 
showing a closer and more truthful, though perhaps not more 
sympathetic, observation of nature than is to be found in these 
somewhat earlier masters, 
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Esalas VAN DE VELDE (1597-1648). 


87. 


Landscape, with travellers approaching a ruined castle. 

signed “E. V. Velde 1627.” ; 

Black chalk and brown wash. 

7z_ in. by 104% in. Dyce Bequest, 400. 


Esaias van de Velde, the earliest of a notable stock of artists bearing 
this family name, is also the first of a considerable group that had a 
certain quality in common. The drawings of Van Goyen, Saftleven, 
Molyn, Ruisdael, and even Cuyp, all show this quality, a somewhat 
hard and angular but very effective use of pure line, which contrasts 
with the looser and more flowing manner of the Flemings. 

This is a very striking drawing, not quite based on nature, though 
with an air of spaciousness, and the trees appear to have been drawn 
from direct observation. 


ALBERT CuyP (1606-1667), in the manner of. 


88. 


JAN 
89. 
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A seaport, with a long wooden jetty, beyond which are sailing-ships. : 
Black chalk and brown wash. [Prare XVII.] 
7 ide Dye rain, D. 1385-1889. 
A masterly drawing. Clearly this is a scene done direct from nature, 
and smacking of sea-breezes and salt-water. The line-work is almost 
as precise as E'saias van de Velde’s, but the general effect is broader 
and more atmospheric. The waste of tidal water in the foreground 
gives a heightened value to the prim, upstanding houses of the little 
wind-swept port. The drawing shows something of the touch of the 
great landscape painter, though there is no exactly analogous work 
among his known drawings. 


VAN GoyeNn (1596-1656). 
Canal scene, with peasants in boats. 


On the right are the huts of a village, and a spire appears behind 
trees : on the left, cattle are grazing. 


Signed “V.G. 1651.” 
Black chalk, slightly tinted with bistre and Indian ink. 
tz in. by 12 in, Dyce Bequest, 411, 


Qo. 


A river scene. 

A boat with two peasants is moored to a tree on the left. On the 
tree is the sign of a hostelry whose garden gate is on the left. 

mipaed VG) resi.” 

Black chalk, tinted with bistre and Indian ink. 

7q— in. by 12g in. Dyce Bequest, 409. 
Van Goyen worked in the same tradition of hard, somewhat cold 
draughtsmanship. His conceptions are placid enough, but his line- 
work, though dry, is agitated, which gives a curiously nervous air to 
his work, both in his drawings and his paintings. His drawings are 
numerous and very like each other, done according to recipe, carefully 
and completely carried out, and clearly intended to be marketable 
commodities. 


Pieter Motyn (1595-1661). 


gI. 


Q2. 


93- 


A landscape with sunset. ; |Pirate XVIIT.] 
A wooded and hilly stretch of country with two peasants to the left, 
one standing, the other reclining. The whole is warmly lit by the 
rays of the setting sun on the left. 

Signed “Pp. MOLYN. 1659.” 

Black chalk and brown wash. 

7y in. by 11qy in. Dyce Bequest, 461. 


A landscape with cornfields. 
A path winds between ripening cornfields to a village whose village 
spire is seen in the distance to the left. Travellers, one mounted on 
a horse, in left foreground. 
Black ‘chalk and grey wash. 
52 in. by 7% in. Dyce Bequest, 460. 


Road over a sandy heath. 
The road winds among sandy hills covered with stunted trees; a 
group of peasants in foreground ; a covered waggon in the distance. 
Signed “Pp. MOLYN 1654.” 
Black chalk and grey wash. 
52 in. by 77% in. 


Dyce Bequest, 463. 


Molyn, like Van Goyen, produced numerous drawings for the 


market, as may be inferred from the careful finish and signature of 
the examples shown, which are selected from a total of six in the 


a1 


Dyce Bequest. But Molyn, though rather less well-known than 


Van Goyen, had sometimes considerably more to say than that master.’ 


The shadows on the surface of the cornfields in (92) are a remarkably 
true and beautiful piece of observation, and there is real poetry in the 
sunset landscape (91). 


CoRNELIS SAFTLEVEN (1607-1682). 
94. Study of a young peasant woman with right arm outstretched. 


pipned CoS 164. 
Black chalk. 


11g in. by 7 in. Dalton Bequest. D. 916-1900. 


The line-work is of the same forceful, adequate kind as in the land- 
scapes above. Figure drawings by this competent master are fairly 


numerous, and are often attributed to the somewhat similar, but far — 


more gifted, hands of Gerard and Moses Terburg. 


Jacop Ruispar, (1630-1681). 


95- 


96. 


Landscape with two trees on a knoll ; two trees to the left. 
Black chalk and grey wash. 


53 in. by 735, in. Dyce Bequest, 447. 


A pool surrounded by trees. 
Black chalk and grey wash. 


5% in. by 74 in. Dyce Bequest, 446. 
These somewhat spiritless drawings are quite in the manner of 
Ruisdael, but evidently done in the pedestrian, not to say hackneyed, 


style into which this great painter occasionally lapsed. 


Antonis WareRLoo (c. 1610-c. 1675). 


97. 


98. 
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‘Collection—Count M. von Fries. 


A bridge over a canal in a town. 
The facades of houses and a church rise on the left: 
are numerous brick out-buildings. 
Black chalk and grey wash. 

117@ in. by 16} in, 


on the right 


Dalton Bequest. D., 937-1900. 


A foot-bridge over a stream in a thick wood. — 


A peasant is driving cattle across the wooden brid 


ge: in right fore- 
ground, men are building a boat. | 


Pe» tie be i 


ey 


Black chalk with brown and grey wash, the water tinted green. 
rtZin. by 15yy1n. Dyce Bequest, 417. 
Collection—William Esdaile. 


Waterloo’s chief fame is as a prolific etcher, whose work was highly 
prized in the 18th century, but is now generally considered mannered 
and tedious. 

Every age has its own peculiar artistic vices. The present age is 
happily less subject than were the 17th and 18th centuries to the 
creation of imaginary landscapes wrought entirely from the artist’s 
own inner consciousness. Waterloo was a great practitioner in this 
line. But his drawings bear the test of time better than his etchings. 
The urban scene (97) is done with real care and intelligence, and 1 
both drawings the artist has observed and interpreted nature. : 


Anonymous (about 1650). 
gg. Children round a table watching a boy who is drawing in a book 
by candle-light. 
Black chalk and grey wash. . 
- 523 in. by 78 in. Dalton Bequest. D. 966-1900. 
Collections—T. Hudson, William Esdaile. 


A very pleasant, spirited drawing, in the same tradition of hard line- 
work as the preceding landscapes. There is something of Franz 
Hals in the figures, from whose hand we do not possess any cer- 
tainly authenticated drawings. A drawing by Dirk Helmbrecker 
(1624-1694) in the British Museum shows very similar handling. 


REMBRANDT VAN RIJN (1606-1669), by and attributed to. 


100. Landscape,* with trees, and a man at a sluice-gate. (Pearse X1X.}- 
Pen and brown ink. 
63; in. by 10y/g in. Dalton Bequest. D. 902-1900. 


1oI. Study of an old man ina flat cap. 7 
He stands facing left, with protruding paunch, and hands clasped 
behind his back. ‘T'wo other faces on the same sheet. 
Green and brown ink. 


g% in. by 5} in. Dyce Bequest, 435. 


* See also the note on p. 49 below. 
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102. 


103. 


104. 


105. 


106. 


LO7, 
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A young man in a plumed hat. (Prate XX. ] 
He is seen three-quarter length, full face, and leaning against a table. 
He is richly and fantastically dressed in embroidered tunic and short 
cloak. 

Pen and brown ink and wash. 


63°; in. by 4}in. Dyce Bequest, 422. 


Study of a nude female figure. 

She is seated, with her head bent, facing right. She wears a 
mushroom-shaped hat. 

Pen and Indian ink, and wash. 

10g in. by 72 in. Dyce Bequest, 431. 


Interior, with an old man reading to an old woman, 

The man, bearded, and wearing a skull-cap, lounges in the window- 
seat on the left, and the woman is seated on a stool. On the right, 
a cat. 


Pen and brown ink. 

4; ins by 62, im. Dyce Bequest, 433. 
Collection—William Esdaile. 
The Lord appearing to Abraham (Genesis xvii). 


On the left are three figures in a majestic group. Abraham kneels 
on the right. ' 


Pen and brown ink and wash. 
7 i Dy Taka lls Dyce Bequest, 428, 
The Metamorphosis of Io into a Cow. 


Juno is seated on a car drawn by peacocks, and surrounded by 
attendants with an oriental umbrella. In the foreground, Argus, 
a bearded man, with a cow. 


Pen and brown ink. 
772 in. by 11gin. | Dyce Bequest, 430. 


Study of a nude youth seated on a cushion. 


He looks to the front, his arms across his body, and leaning against 
a wall. Apparently a model on a model’s throne. 


Pen and brown ink, touched with grey and white and white body- 
colour, 


73 in. by 83 in, Dyce Bequest, 434. 


ae) Oe ee eee) On eee ee 


108. Study of a nude youth reclining. 

He lies on his back with his arms behind his head. 

Pen and ink and wash, touched with red chalk. 

77 in. by 9% in. Dyce Bequest, 436. 
These nine drawings are to be ascribed to Rembrandt with varying 
degrees of certainty, Nos. 100, 101, 102 and 104 having perhaps 
the highest, and No. 106 the least, claim to authenticity. This - 
is a question that need cause concern only to the professed 
specialist. The conceptions and methods of Rembrandt were passed 
on to a small number of scholars and followers of varying ability, 
who were, however, so thoroughly imbued with their master’s 
methods and ideals, that it is not always easy to distinguish their 
work from his. The landscape (100), however, is undoubtedly by 
the master’s hand—a slight, but telling, piece of suggestion, which 
may be considered beside the etching of “Six’s, Bridge’ for the 
masterly selection of salient features and selective line. Again, the 
sturdy old man in 101 is an example of character, expressed in 
wonderful shorthand, which no pupil could attain. No. 104 also 
is characteristic. A very similar drawing of a Holy Family is in 
the Print-Room of the Museum at Berlin (No. 2312). 

A striking feature of Rembrandt’s drawings is the immense variety 
of his methods. Van Goyen and Waterloo having discovered a satis- 
factory working formula, pursued it to the end, thus saving them- 
selves endless labour. Rembrandt was of different metal from these. 
He toiled endlessly, using all methods and materials to achieve his 
effect. The reed-pen, the pencil, chalk and wash and body-colour, 
brush or thumb, all are employed, sometimes in combination. 

One may accuse Rembrandt of roughness and clumsiness in his 
drawings : indeed some of his contemporaries did not fail to do so. 
But underlying what Ruskin called his “ brick-layer’s method” we 
can perceive the purpose of a great and active brain. 


Pups pe Koninck (1619-1688), attributed to. 

10g. View in a back street. 
A green gate leads to the shady back-garden of a large house. In 
the distance, the houses of the main street. Various passers-by and 
two dogs on the right. 
In green and red chalks, with body-colours. 
344 in. by 6 in. Dyce Bequest, 458. 
Collection—William Esdaile. 
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JAN 
IIo. 


A quiet by-street in a Dutch town, Haarlem perhaps, or Leyden. 
The artist has given us a carefully drawn transcript from nature, 
topographically correct in every detail, yet done with a loving 
intimacy, and a broad use of light and shade, that recalls Rembrandt 
himself. 


Lievens, the younger (born 1644). 
Study of a grove of oak-trees, 
Pen and ink, on oriental paper. 


82 in. by 143 in. Dalton Bequest. D. 1092-1 goo. 


There are many landscape drawings of this type on oriental imported 
paper, some in the British Museum, usually ascribed to Rembrandt’s 
Contemporary Jan Lievens (1607-1 674), but now recognized as 


being the work of Jan Lievens the younger (see Wurzbach, Nieder- 
lindisches Kiinstler-Lexikon). 


Lampert Doomer (1622-1 700). 


IIl. 


View outside the town of Nantes. [Prate XXI.] 


On the right, a Square fortress tower, with a moat running to the 


left. A sentry on the right, and a sportsman with gun and dog 
ascending the sandy dunes on the left. 


Inscribed by the artist on the back : 
Nantes. Doomer f, A° 1645.” 

Pen and ink and tinted washes. 

74% in. by 112 in. 

Doomer was another of Rembrandt’s followers, in 
of the master’s teaching was still strong. 

Little of Doomer’s painting is known, but his drawings reveal a 


vigorous, striking personality. The evening light on the solitary 
outskirts of the town is very finely rendered. 


«De Latynse met de wal van 


Dyce Bequest, 44 c 


whom the influence 


Nicoraas Moyagrr (Co aL000—c 1669). 


163 (ae 
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bales of goods ; behind them, a weigh- 


St. Matthew at the receipt of custom. (Mazz. ix. 9.) 


A large chamber, with vaulted roof su 


pported on antique pillars. 
In the centre, a merchant Wearing a 


turban, and peasants with 
bridge. In the foreground, 


St. Matthew stands at a table covered with large ledgers, his face 
turned towards the door on the right, by which Christ is entering. 
Red chalk. 

tz in. by 13¢ in. Dyce Bequest, 440. 
Formerly attributed to Gerbrand van den Eeckhout. 


A contemporary engraving based on the drawing, by an unknown 
engraver, is also shown. ‘The drawing is a study, as Mr. G. Falck 
(to whom the correct attribution is due) has pointed out, for a 
picture in the Gallery at Brunswick. 


GERBRAND VAN DEN EsEckuHout (1621-1674). 
113. Jacob’s Dream. 


Jacob, wearing a large felt hat, is sleeping against a rock. In the 
background, the vision of the angels. 

In grey brushwork. 

62 in. by 87% in. Dyce Bequest, 439. 


The whole movement of which Rembrandt was the centre, was 
notable for its power of characterization. Eeckhout’s Jacob is a real 
17th-century Dutchman, just as in No. 112.4 merchant’s ware- 
house serves for the scene in which St. Matthew arises to follow his 
Master. In this there is neither profanity nor poverty of imagi- 
nation. The drama of the Bible is so vividly apprehended that 
the artist has translated it into the terms of everyday life, and has 
not altered any of his actual surroundings, for fear of losing realistic 
intensity. This method of Rembrandt and his followers is the 
direct opposite of that of Rubens and the Flemings, who sought to 
enhance the dramatic intensity of their Biblical scenes by their very 
difference from everyday life. 


Pures WouwerMAan (1619-1668). 


114. 


“Le Manége.” (The Riding School.) 
A young man is seated on a horse, and manceuvring round a post in 
the riding-school. 
In grey brushwork. 
7h in. by 6 in. Dyce Bequest, 427. 
A spirited rendering, but the drawing is unfortunately much stained 
and damaged. 
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Puities WouwermMan, attributed to. 
115. Landscape with sand-dunes. 


Pen and ink and brown wash. 


3% in. by 6in. Ionides Bequest. C. A.I. 582. 


Pau, Porrer (1625-1654). 
116. Mercury and Argus. 


Mercury, in winged hat, is seated under a tree, piping to Argus. 
Signed “ Paulus Potter F. a O42. 

Pencil on vellum. 

44 in. by 63 in. Dyce Bequest, 405. 
Collection—W. Esdaile. 


The conception of Potter, as a somewhat prosaic recorder of cattle, 
finds itself in need of revision in the face of drawings like this. 
There is a vein of romance about this drawing, done when the artist 
was only seventeen years of age, recalling that earlier German 
painter, Elsheimer, whose mysteries of chiaroscuro influenced Rem-_ 
brandt, and affected the whole of Dutch art. 


AART VAN DER NEER (1604~—1677), 


117. A broad river with boats, between wooded banks. In the distance, 


a large church and a swing-bridge. 

Signed with the artist’s monogram. 

In pen and chalk with brown and grey brushwork. 

74 in. by 10} in. Dalton Bequest. D. 948-1900. 
Collections—C, Josi, William Esdaile and another. 


Rortanp RoGHMAN (1597-1686). 


118. Landscape with rocks. 
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; [Pirate XXII1.] 
Trees on the right : a natural archway through rocks on the left. 
Brown and grey wash. 
Signed “R. Roghman.” 
$i% In. by 83 in. Dyce Bequest, 456. 
Roghman, to be reckoned rather as a predecesso 
of Rembrandt, is one of those powerful fantastic in 
one may trace the development of the poe 


r than as a follower 
fluences under which 
tic fancy in Dutch 


~~? 


hr et Bais 


Seer oy ee 


painting. This visionary study of a rocky landscape is the kind of 
imaginary scene in which Roghman delighted. It is, however, more 
than merely fantastic : there is depth and spaciousness and mystery 
In 1t. 


ADRIAAN Brouwer (1608-1640). 


i102 


Sketches of boors in grotesque attitudes. [Pirate XXIII. ] 
Pen and ink and brown wash. 
84 in. by 1243 in. Dyce Bequest, 393. 


Here is indisputably fine draughtsmanship. Unworthy as_ the 
theme and conception may be, it shows the “short-hand” of a 
master. The tendency is Flemish rather than Dutch ; indeed 
Brouwer worked so long under the influence of Rubens and Van 
Dyck, that it is a question whether he should not really count as one 
of the Flemish School. He is clearly in the direct tradition of the 
ale masters, running back through the elder Brueghel to Jerome 
osch. 


ADRIAN VAN OSTADE (1610-1685). 
120. Study of a man drinking. 


I2f. 


His hat is in his left hand, a drinking-cup in his right. 
Pen and ink and brown wash. 
2g in. by 2 in. Dalton Bequest. D. 965-1900. 


Peasants saying grace. 

A man, woman, and child seated round an overturned tub. 

signed. A vO.” 

Pen and ink and brown wash. 

4¢ in. by 5% in. Dalton Bequest. D. 964~1900. 
Collection—E. V. Utterson. 


Ostade’s system of drawing is harder and less fluent than Brouwer’s. 
He has no Flemish tendencies like the latter, and his boors, though 
ugly enough, are neither fantastic nor intended to be fantastic ; they 
are human beings in every-day surroundings. And in his own 
manner, Ostade solved problems of light and shade in masterly 
fashion. 
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Frans vAN Miers (1635-1681). 
122, A philosopher seated at a table. 


He wears an old-fashioned, academic dress, and velvet cap and cloak. 
He is seated with an open folio beside him, and a pillar and curtain 
behind. 

Signed “ F, M.” 

Red chalk. 

74 in. by ¢ in. Dyce Bequest, 448. 
Collections—Gruyter, and William Esdaile. 


A typical drawing by an artist who worked towards the close of the 
great period of Dutch art. After about 1660, the great naturalistic 
movement in Holland showed signs of tiring, and foreign influences 
began to make themselves felt. In this case the influence of Van 


Dyck is discernible. 


Cornelis Kirrensrern (worked during 17th century), attri- 


buted to. 


123. A cavalier, seated, drinking. 


Brown brush-work, heightened with flake-white. 
104 in. by 6% in. Dyce Bequest, 404. 
A drawing dating from about 1620-1630, and reminiscent of the 
style of Frans Hals, but by a less brilliant hand. 


Nicoraas BERCHEM (1624-1683). 


124. Man and woman conversing. 
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The woman, a peasant of the Campagna, is seated on a donkey : 
another donkey with panniers, on her left. 

Signed “ Berchem, 1656.” 

In pen and ink with grey and brown wash. 

53% in. by 7 in. Dyce Bequest, 449. 


Berchem was one of those painters who find a formula for making 
pictures. Nevertheless he had great gifts, and all his work, drawing 
as well as painting, is suffused with the warm sunlight of Italian 
afternoons, 


Anonymous (about 1660). 


Ts. 


Winding river, with two castles on the left bank. On the bank are 
two men in long coats, one carrying a gun. 


Pen and ink and water-colour. 
2 in. by 12$ in. Dalton Bequest. D. 953-1900. 


A pleasant view of the Rhine above Cologne. The dress ot the two 
men in the foreground dates the drawing, which shows the influence 
of Herman Saftleven ; it is possibly by the hand of G. van den 
Eeckhout (1621-1674.) 


Jan ve BisscHop (1646-1686). 


126. 


Charles II embarking at Scheveningen for England, 2 June 1660. 
Pen and ink and wash. [PLate XXI1V.] 
14 in. by 20} in. D. 468-1891. 


A large, finished drawing, showing the beach at Scheveningen, covered 
with an immense crowd, watching the embarkation of Charles, who is 
not actually to be distinguished. 

There is a contemporary dedication, in Latin elegiac verse, to 
Charles II, signed “J. Episcopius” (the latinised form of De 
Bisschop), and a Dutch inscription in a contemporary hand, reading: 
“The village of Scheveling on the Sea, near the Hague. The 
drawing represents Charles II being fetched from the coast by the 
English ships, on his restoration to the throne of England. The 
States of Holland are making him a presentation, and escorting 
him.” 

Another version of this interesting historical subject is in the Print 
Room, Amsterdam, and a picture of the same subject is at Hampton 
Court, there ascribed to Palamedes. (From information given by 
Dr. G. Knuttel of the Gemeente Museum, The Hague.) 


. Wittem vAN DE VELDE the younger (1633-1707). 


127. 


Ship of war, with two smaller vessels on the left, a fishing-boat in 
the foreground, and other shipping in the distance. 

Pencil and wash, heightened with ink. 

sein. by 8485 in. Dalton Bequest. D. 920-1900. 
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128. A ship of war seen from the stern, with two smaller vessels. 


Pen, pencil, and wash. 
5gin. by 84 in. Dalton Bequest. D. 921-1900. 


Willem Van de Velde the Younger, a very capable, if over-prolific, 
marine painter, worked in England, and may be called the father of 
English marine painting. Many of his drawings are to be seen in 
England, and in none of them, numerous as they are, does he lose 
his sense of style. He and his father, William Van de Velde the 
Elder, whose work is almost indistinguishable from his son’s, under- 
stood shipping as perhaps no other painter has ever done. The 
build of the hulls, the set of the rigging and sails, are absolutely 
convincing in their correctness. 


Lupotr BackHuizeN (1631-17009). 
129. Fishing boats in a fresh breeze. 


Pen and brown ink and wash. 
shin. by 742 in. . Dyce Bequest, 476. 


Backhuizen is another fine draughtsman of marine subjects, less 
monumental than Van de Velde, and with a surprisingly light touch. 
This little drawing of boats on the choppy waters of the Zuyder Zee 


is suggestive of the Venetian, Guardi. 


GERARD RADEMACKER (1672-1711). 
130. View of Amsterdam. 


48 


A broad canal, lined with lofty houses : a quay laden with merchan- 
dise on the left. 

Inscribed “binnen Amstel bij de blauen brugh”’ (i.e, “The inner 
Amstel near the Blue Bridge”’). 

Pen and wash, tinted, and heightened with flake-white. 

1145 1n. by 194 in. Dyce Bequest, 477. 


A late drawing in which the topographical interest is perhaps greater 
than the artistic, though even that is not negligible. One feels, 
however, that here is an excellent opportunity for a better suggestion 
- dan and atmosphere, particularly in the sky, than the artist has 
obtained. 


The drawing may possibly be by Abraham Rademacker, Gerard’s 
brother. 


Isaac Moucurron (1670-1744). 
131. Classical landscape. 


On the left a classical tomb, with figures grouped round it, and tall 
trees. A sheet of water on the right. 

Water-colour. 

7in. by roin. Dyce Bequest, 457. 
In Isaac Moucheron, a Fleming by birth, the French taste definitely 
ousts the Dutch. This master’s graceful drawings give an impression 
of unreality, as if they were intended for drop-scenes in the theatre. 


The influence of Poussin and Claude is still present, but has become 
somewhat hardened and mechanical. 


PauL ConsTanTIN LA Farcue (d. 1782). 

132. Landscape. 
A canal with a bridge on the right, bordered by a road lined with 
trees. A woman and a boy with a dog in the foreground. 
Signed in left-hand foreground “ La Fargue.” 
Chalk and wash, tinted with gouache. 
84in. by 12} in. Dyce Bequest, 489. 
Collection—Dr. Edward Peart. 
This sympathetic 18th - century artist, a Dutchman of French 
Huguenot descent, manages to combine something of the earlier 
Dutch tradition of truth and realism with the elegance and prettiness 
of 18th-century art. The resulting compromise is sometimes pleasant 
enough, but without real vitality, and marks the end of the old 
Dutch tradition. 


Note to No. 100 added while in the press. 


Mr. G. Falck has pointed out that the shed and trees on the 
right are the subject of two drawings by Rembrandt in the Duke 
of Devonshire’s collection at Chatsworth. They are reproduced in 
“ Original Drawings by Rembrandt van Rijn,” 2nd Series, edited 
by F. Lippman, continued by Hofstede de Groot; London, 
1900-1901, plates 69 and 70. 


SECTION V. FRENCH SCHOOL. 


HE great medieval tradition of French art produced no 
15th-century school of painting quite powerful enough to 
rival the great Flemings, Van Eyck and Van der Weyden. 
Italian painters brought the Renaissance to France early in the 
16th century. But the Latin spirit was already present. Hence 
the early French-Italian painters, known as the Fontainebleau 
School, never fell into quite such fantastic combinations as we 
find among contemporary Italianizing Flemings. It took many 
years for a really native French School to develop. When France 
had recovered from the wars of religion, and was settling down 
under a strong central rule, important figures began to appear— 
Claude, Poussin, Callot—all of them still strongly Italianized, but 
sowing the seed of a genuine French tradition. 

Under Louis XIV, Italian éarogue tradition and the cere- 
monialism of French court life joined hands, leading to the work 
of such men as Le Brun and Lesueur. French art attains to its 
most typical form—elegant, graceful, and attractive—in the 
18th century, in the persons of Watteau, Chardin, and Fragonard. 

This light-hearted and elegant outlook on life is a_ purely 
French characteristic: it is as alien to the majesty of Italian art 
as it is to the exuberance of the Flemings or the hard veracity of 
the Dutch. 

And although this purely French quality of elegance reached 
its height in the 18th century, it is visible from the Middle Ages 
onward, and remains the keynote of French art even in these days 
of experimental movements in painting. 


Anonymous. School of FonraineBLEAu. 


133. Lucretia. [PLateE XXV.] 
She is seated, naked, at the side of her bed, and stabs herself with a 
long dagger. 
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Black and white brushwork, on grey coated paper. 

11Zin. by 84 in. Dyce Bequest, 184. - 
There is reason to believe that this interesting drawing is by 
Leonard Thiry of Deventer. Though the style is predominantly 
Italian, and the conception reminiscent of Giulio Romano, the 
execution is heavy and Netherlandish in character. 

It must not be forgotten that, in addition to Italianizing influences, 
there have been at all times strong Flemish influences at work in 
French art, emanating from her north-eastern borders. 


134. Design for a covered tazza. 
The bowl is supported by three satyrs; on the cover of the bowl, 
which is decorated with vines and lions’ masks, recline a youth and 
a nymph, with two cupids, one holding a ring. 
Pen and ink and wash. The drawing has been traced for transfer 
by an engraver. 
1ofin. by 84 in. 2286. 
There is an 18th-century ascription to Leonard Thiry. 
Collection—Sir Thomas Lawrence. 
This may be a goldsmith’s design, and the style is reminiscent of 
Benvenuto Cellini, who worked in France for Francis I. There is 
an etching of this subject, which Bartsch ascribes to Antonio 
Fantuzzi (Le Peintre Graveur, vol. XVI, p. 434, No. 143), who is 
also known as Antonio da Trento (c. 1508-1550). 


Jacoves BELLANGE (1594-1638). 


135. Virgin and Child, with Saints. 

The Virgin adoring the Child: on the left, a bishop in full 
canonicals : on the right, a nun holding up the niodel of a leg, as a 
votive offering. 

In blue wash and flake-white, on greenish paper. 

1444 in. by 183 in. Dyce Bequest, 560. 
The baroque occasionally could take forms as excessive in France as 
in other countries, notably in the eccentricities of Bellange, a native 
of Lorraine, a country at that time more than semi-independent. 
Bellange produced several etchings possessing a certain grotesque 
charm, and, like this drawing, having a certain curious affinity with 


the work of El] Greco. 
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Jacougs CaALLoT (1593-1635). 

136. The Temptation of St. Anthony. al 
One of the numerous existing sketches for the well-known etching 
(Meaume’s Catalogue, No. 139). 
Pen and ink, washed with yellowish bistre ; the demon above in 
black chalk. 
11%in. by rr in. Dyce Bequest, 558. 


Callot, also a native of Lorraine and a contemporary of Bellange, 
was a more important figure. His romantic history is too well 
known to be recounted here. It is sufficient to indicate that he 
carried the fully-fledged, debased baroque of his Florentine teachers 
into France, and popularised, for generations to come, the characters 
of the vagabond stage and the gipsy encampment. He may perhaps 
be considered one of the first of the great original etchers, but his 
real fame is surely that of the caricaturist, the creator of those 
illustrious types, “Franca Trippa” and “ Signorina Lucia.” 


IsRaeL SILVEsTRE (1621~1691). 
137. View of the Invalides, near Paris. 


In the background, the newly-built Invalides, in almost open country, 
Builders at work on a small house in the foreground. 
Pen and brown and black inks. 


6% in. by rop in. D, 602-1887.» 
Silvestre, like Callot, was a native of Nancy, and based his style 


fairly closely on Callot’s. This drawing is of considerable topo- 


graphical interest, showing the newly-built Invalides, as yet surrounded 
by open country. 


Nicotas Poussin (1594-1665). 


138. Theseus discovering the Sword of his Father, A’geus. 


Theseus has lifted a stone, and discovered the sword beneath it: on 
the right, two female figures. A female statue on a pedestal in the 
background. 


A piece of paper with another version of Theseus has been loosely 
pasted by the artist over the original one. 


Study for the picture described in the Dyce Catalogue as being in 
the Knight Collection, the composition being reversed. 


Black chalk and sepia wash. 
On the back is a study of a classical temple under a clouded sky. 
1075 in. by 8.in. Dyce Bequest, 562. 


Nicotas Poussin, attributed to. 

139. Goddesses, with cupids, seated on clouds. 
Sepia, pen and ink wash. 
gin. by 84 in. Ionides Bequest. C.A.I. 824. 
Collection—C ( = ? Christina of Sweden). 


140. Burying the dead. 
Priests, in Roman dress, burying the dead : a background of antique 
pillared temples. 
Pen and ink, red chalk and wash. 
7 in. by 10} in. Dalton Bequest. D. 1072-1900. 
Poussin was a notable figure. His work has a suavity and com- 
pleteness that puts it in the very highest rank of academic painting. 
His work is the best example of the irresistible attraction exerted 
by Italy and the classical tradition on Northern painters in the 17th 
century. 


Craupe Gexte, de Lorraine (1600-1682). 

141. The Apse of the Church of SS. Giovanni e Paolo, Rome. 
Pen and ink and wash. 
g in. by 74 in. Dyce Bequest, 570. 
Collections—Jonathan Richardson, jun., and William Esdaile. 


CraupE GE tke, attributed to. 
142. landscape with a cottage. 
A rustic cottage, opposite which stands a large tree, under whose 
shade stands a peasant. 
Pen. and wash. 
5% in. by 8 in. Dalton Bequest. D. 1097-1900. 
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143. A sea-port at sunrise. 


The sun rising over the sea: two ships lie in harbour. 
On the left is a jetty, and on the right, a castle. 
Inscribed in lower right-hand corner “Claude Gelee 1645. 


Pen and wash. 
7qg in. by 10% in. Dalton Bequest. 1096-1900. 


Claude was a native of Lorraine who worked entirely in Italy. At 
times his work shows a careful intimate study of Nature, but much 
of his landscape is of that ideal, classical type, lit by the warm 
Italian afternoon sun, which was later to stimulate Richard Wilson 
and Turner to confessed rivalry. 

His drawings show him a prolific and somewhat uneven master, and 
there is sometimes difficulty in judging the authenticity of drawings 
attributed to him. Out of the eleven drawings bearing his name 
in the Museum collection, three have been chosen for exhibition. 
Of these, the interesting drawing of the ancient basilica of SS. 
Giovanni e Paolo has perhaps the best claim to be considered as by 
the master’s hand. 


Cuartes LE Brun (1619_1690). 
144. Life-size study for the head of an angel for the dome of the Chateau 


at Sceaux. 
Black and red chalks, touched with. white. 
Loins DY Etaint Dalton Bequest. D. 11031900. 


Collection—P. J. Mariette (1739). 


With Le Brun and his fellow court-painters at Versailles, the Italian 
baroque has been adapted to fit the monumental requirements of 
Louis XIV. It has now become definitely French and academic, 
nor does it lack those sterling qualities which at certain periods are 
nurtured by academic teaching. 


Antoine Warreau (1684~1721), ascribed to. 
145. Female head, the face inclined downwards and to the right, in profile. 


$4 


Red and black chalks. 


sg in. by 44 in. Dyce Bequest, 586. 
Collection—De Damery. 


146. 


147. 


Studies of a man in Oriental costume. 


An upright figure of an elderly bearded man in Turkoman dress and 
cap, and a smaller sketch of the head and shoulders of the same man. 


Red chalk. 
14¢in. by 84% in. Ionides Bequest. C.A.I. 258. 


Studies for the recumbent figure of a man. 

Figure, in 18th-century dress, three times repeated. 

This is a “counter-proof,” made by passing the original chalk draw- 
ing with a sheet of paper through the roller-press, thus giving a 
somewhat weaker transfer in reverse. 


$din. by 7$ in. Ionides Bequest. C.A.I. 590. 


Whether these three drawings are to be taken as original works 
from Watteau’s hand, or as good contemporary copies (and it is 
the counter-proof of the recumbent figures in No. 147 that shows 
most similarity to the actual hand of the master), they yet give 
a sufficiently good idea of the revivifying influences this short-lived 
genius must have exercised. Watteau was a native of the then half- 
Flemish town of Lille, and the influence of Rubens is clearly 
discernible in his work. ; 


Nicoras LANcRET (1690-1743). 
148 and 149. Two studies of a lady in a domino. 


Red: chalk and flake-white. . 
7tin. by shin. ; 6y in. by 54 in. Dyce Bequest, 591, 592. 
These graceful sketches are authentic examples of one of Watteau’s 
best-known followers. They are thoroughly typical of the light- 
hearted “rococo” spirit of the 18th century, which succeeded the 
weightier style of the Louis XIV period. 


BernarpD PicarT (1673-1733). 


150. 


Pilgrims of Love. 

A young lady and a gentleman, in mock pilgrim’s dress, led by 
Cupid. 

Bignccs aba bicart. 1708." 

Pen and ink and wash. 

Oval, 37 in. by 475 1n. Dalton Bequest. D. 1101-1900. 
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152. 


* L’Heure du, Berger. ¢ 

Cupid introducing a shepherd to a sleeping lady and pointing to the 
hands of a clock. _ 

Signed “B. Picart F. 1708.” 

Oval, 34 in. by 4 in. Dalton Bequest. D. 1102-1900. 


A Dutch Peasant kissing a Girl. 

Dated ea jor. 

Pen and ink and wash. 

Oval, 241in. by 341n. Dalton Bequest. D. 1100-1900. 


Bernard Picart, a well-known engraver, was a Frenchman who settled 
in Amsterdam, and may be regarded as a connecting link between 
Dutch and Flemish art. Though this is hardly to be considered 
a fortunate combination, Picart is nevertheless a capable and perhaps 
insufficiently recognized practitioner. 


Francois BoucuER (1703-1770). 


153. 


Jean 
154. 
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A girl making a Sacrifice to Love. 

The girl sacrifices at an altar surrounded by cupids. 

Grey chalk and wash. 

11Zin. by 64 in. Dyce Bequest, 595. 


A good example of Boucher’s pleasant and graceful but rather empty 


work. ‘The influence here is decidedly that of Rubens, watered 


down to suit mid-18th century tastes. 


BaprisTE GREUZE (1726-1805). 

Girl’s head, the face with an expression of pain : nearly life-size. 
Black chalk on grey paper. 

11gin. by 8in. Dyce Bequest, 604. 


As the 18th century draws towards its end, the moral temper begins 
to change. Instead of frivolities, we have Rousseau and “ Rights of 
Man,” philosophy and sentimentalism, all pointing to the coming of 
the Revolution. Greuze is the mirror of this change. His senti- 
mental figures are a little unreal, yet he admirably expressed the 
temper of his time. Greuze lived through the realities of the 
French Revolution into the rgth century, one of those strange 
figures that have outlived their day. 


» 


SECTION VI. ENGLISH SCHOOL. 


“| eS is a great gap in the continuity of English painting 

and drawing. That England, in the middle ages, was the 
home of fine draughtsmanship and colouring, we know from such 
work, for instance, as appears in the illuminated manuscripts of 
the Winchester School. And judging by the few relics of mural 
and screen painting which the iconoclastic zeal of the Reformers 
and the English climate between them have left us, English 
painting in the 14th and 15th centuries had a definite, and not 
unworthy, character of its own. 

These early developments were followed by no Renaissance, 
-and there is no distinctly national School until the 18th century. 

The 16th and 17th centuries produced painters of minor 
importance who are definitely under the influence of the various 
distinguished foreign artists who found themselves from time to 
time attracted to these shores. Of these the most prominent were 
Holbein in the 16th century, and Van Dyck in the 17th. 

The whole of the 17th century is dominated by the personality 
of Van Dyck, whose art left a lasting influence on British painting. 
The miniaturists’ art during all this period hacdseitaisatue,- 2 
vigorous life with thoroughly national characteristics, but the 
achievements of Hilliard, the Olivers, and Samuel Cooper hardly 
come within the scope of this exhibition. 

The great national revival, in the 18th century, is unequally 
represented by the Museum drawings. Of Hogarth there is no 
authentic example, and of Sir Joshua Reynolds but a minor one. 
To make up for that, Richard Wilson and Gainsborough are 
amply represented, both in numbers and in quality. The work 
of John Cozens, of which the Dyce Collection contains some 
beautiful examples, is not exhibited, as its most logical phase is 
within the scheme of development of English water-colour art 
which takes us well into the 1gth century, and outside the sphere 
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of “old master drawings.” The selection from the English School 
is therefore—perhaps somewhat arbitrarily—brought to a close 
with Gainsborough. . 


Isaac Futter (1606-1672). 


155. Portrait of himself. 
A version in pen and ink of the picture in Queen’s College, Oxford, 
or an original sketch for the painting. A full-face portrait, head 
and shoulders, with long flowing hair, beard, and moustache, dressed 
in a brimless hat. 
The drawing was engraved by T. Chambars for the 4th edition of 
Walpole’s Anecdotes of Painting, 1763, Vol. III.. p- 4, only 
reversed. The indications for extending the oval to a square form 
are seen at the corners. 
Pen and black and brown ink. 


83 in. by 63 in. Dyce Bequest, 615. 


Witt1am Dosson (1610-1646). 

156. Study for full-length portrait of a young gentleman holding a 
shepherd’s crook. 
The pose and general composition are so similar to that of Van 
Dyck’s famous “Lord Wharton” at the Hermitage, Petrograd, 
as to suggest that the two subjects have some connection. 


Inscribed “ Sir Philip Sidney in the character of y° author of Yo 
Arcadia.”’ 


Black chalk and flake white on light blue paper. 
1275 in. by 88 in. Dyce Bequest, 614. 
Collection—Jonathan Richardson, senior. 


Sir Peter Lery (1617-1680). 


157. Portrait of a man in a linen gown and head-dress. 
Signed with monogram “ P, L,” 
Black and red chalk and white wash. 
10g in. by 84 in. Dyce Bequest, AWE 
Collection—Sir Peter Lely. 


Pieter van der Faes, called Peter Lely, a native of Soest, in West- 
phalia, came to England in 1641 (the year after Van Dyck’s death), 
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where he continued to implant the influence of Van Dyck and to 
reinforce on British soil a tradition which has run through Gains- 
borough, Reynolds and Lawrence to the portrait painters of to-day. 


Joun GreenHILL (1649-1676). 

158. Portrait of George Digby, Earl of Bristol. 
Head and shoulders, three-quarter face to left, of a young man with 
long hair and slight moustache. 
Ascribed in a contemporary hand “ Earl of Bristo—Greenhill.” 
Black and tinted chalk on brown paper. 
gyy in. by Syy in. Dyce Bequest, 616. 


Anonymous (c. 1700). 
159. Portrait of a man. 
A small, carefully finished, half-length, full-face portrait of a man in 
a curly wig and large neck-tie, with his left hand on his hip. 
Red chalk. 
4pz in. by 3 in. Dyce Bequest, 626. 


The drawing has been ascribed to Thomas Worlidge (1700-1766), 


but is certainly earlier. 


Srr _Goprrey KNELLER (1648-1723). 
160. Portrait of a lady as Diana. 
A life-sized head in profile, facing right. 
Black and red chalks with a slight wash. 
1524 in. by roin. Dyce Bequest, 378. 


161. Portrait of a lady. 
A life-sized head, full-face. 
Inscribed “Said to be Sarah, Duchess of Marlborough.” On the 
reverse, a study for the head of Minerva, also life-size, in all 
probability for a portrait. 
Black and red chalks, heightened with white. 
Ishin. by 9§ in. Dyce Bequest, 377. 
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161136 


162. Portrait of a man. 


A life-sized head, full-face, in a flowing wig. Catalogued as “ John, 
tst Duke of Marlborough.” 
Black chalk. 

i Sag in. by TOs? in, Dyce Bequest, 376. 
Kneller, also a German, is more fluent than his predecessor Lely, 
perhaps also somewhat emptier. These portraits show fine, vigorous 
draughtsmanship, and, if there is a lack of sensitiveness about the 
portraiture, it may be borne in mind that the reign of Queen Anne 
was not exactly a sensitive age. 


PETER TILLEMANS (1684-1734). 
163. Scene in an English park. [Prate XXVI.] 


Two huntsmen with hounds on the right, one in pink. A castle in 
the left distance, and deer on the smooth green turf. 

Water colour and gouache, 

7 in. by 8% in, Dyce Bequest, 557. 
Collection— William Esdaile. 


Tillemans was a Fleming who came to England in 1708, and was 
much employed in landscape and topographical painting. He died 
at Narton, Suffolk, in 1734. 

This delightful landscape is thoroughly English in character, and is 
a valuable example of the early use of water-colour in landscape, of 
great interest in connexion with the later birth of a purely English 
School of water-colour art. 


JonaTHAN Ricwarpson, the elder (1665-1745). 
164. Portrait of Jonathan Richardson, junior. 
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The head is in profile towards the right, wearing a turban-like cap. 
Inscribed, in red chalk, in Richardson’s handwriting « 17 May 
1734” in right-hand lower corner. On the back in pencil « Young 
Richardson.” 

Red, black, and white chalk, on blue-grey paper. 

12% in. by 8 in. Dyce Bequest, 624. 
Collection—Jonathan Richardson, senior, 

The Richardsons, father and son, are a pair of sympathetic, now half. 
forgotten figures. The father was an honest and sincere “ portrait- 


” . * 8 . 
maker. He and his son were critics of eminence and collectors 
whose mark is to be found on many fine drawings of the old masters. 


Ricuarp Witson, R.A. (1714-1782). 


165. Landscape, with a ruined temple. [Prare XXVII.] 
A brawling stream washes the base of a cliff on which stands a 
circular pillared temple. Two figures under a grove of trees on 
the right. 

Black, grey, and white crayon on grey paper. 
1og in. by 15% in. Dyce Bequest, 638. 
Collection—Charles Rogers. 


166. Portrait of a man. 
A life-sized head facing three-quarters left. The features are possibly 
based on those of the Emperor Caracalla, from an antique bust. 
Black, grey, and white crayon on grey paper. 
14$in. by 104% in. Dyce Bequest, 637. 


167. The Tarpeian Rock, Rome. 
A view of the Tarpeian Rock on the Capitoline hill. The rock is 
surrounded by poor houses. In the foreground, a group of gentle- 
men and the inevitable beggar. 
Black, grey, and white crayon. 
1144 in. by 16-7, in. Dyce Bequest, 649. 
Collections—Dr. Munro, William Esdaile. 


168. A Stormy Landscape. 
A violent thunder-storm shaking the trees, beneath which lies a 
female figure struck by lightning. A man, carrying a spear, beside 
her. A scene from Celadon and Amelia, Thomson’s “ Seasons.” 


But who can paint the lover, as he stood 
Pierc’d by severe amazement, hating life, 
Speechless, and fixed in all the death of woe? 


The figure of the lifeless form of the maiden is the same as the one 
introduced in “‘ Mr. Lock’s picture” which is engraved by William 
Woollett. 
Black, red, and white crayon. 
22 in. by gin. Dyce Bequest, 641. 
Collection—Paul Sandby. 
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169. Landscape, near Ancona. 
Two country-houses are visible above a thicket, beside which runs 
a road on which are two travellers. _ The sea is on the right. 
Black and white crayon on grey paper. 
7¢@ in. by 104%; in. Dyce Bequest, 644. 


170. Monte Giove and the Campagna. 

A wooded hill with a ruined tower on its summit, overlooking the 

low-lying Campagna. 

Inscribed in R. Wilson’s handwriting “ Monte Jove & Campagna.” 

Slightly, but very carefully sketched in black crayon on grey paper. 

77% in. by 1242 in. Dyce Bequest, 664. 
171. Castel Gandolfo, from the distance. 

The view is taken from the further side of the lake, showing the 

buildings of the town surmounting the steep, wooded sides of 

the lake. 

Black crayon on grey paper. 

Oy in. by 1655, in, Dyce Bequest, 646. 

Richard Wilson exemplifies yet another influence which was strong 
in the 18th century in England—the love of Italy, and the spirit of 
classical serenity that animated Claude and Poussin and was later to 
inspire Turner, 
If the “Castel Gandolfo” and the “ Monte Giove ” may appear at 
first sight to be the work of an amateur, intimate and loving, but 
with a dilettante flavour, the “ View near Ancona” is a triumph of 
subtlety, with its cunning, dramatic arrangement of the different 
masses. And if the « Landscape with a Ruined Temple” has 
something mechanical about it (as is natural in works which were 
no doubt produced to gain the occasional guinea), “ The Tarpeian 


Rock” is as honest a piece of observation as might have emanated 
from the sketch-book of Constable. 


THomMas GaInsBoroucn, R.A. (1727-1788), 


172. A shepherd boy. [Plate XXVIII.] 
He stands facing left, his hat and a staff in his hands, Perhaps a 
portrait of Gainsborough’s little protégé, Jack Hill 
I1Z in. by 855 in, 


Dyce Bequest, 67, 
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ks 


175. 


176. 


177. 


178. 


First design for a picture. 


A lady seated in a contemplative attitude with one hand to her face, 
a boy is leaning against her knees, and another child reclines on the 
floor at her feet. 

Black chalk on grey paper, softened with a stump, and heightened 
with white crayon. 


124% in. by 9% in. Dyce Bequest, 672. 


. Landscape, with a rock arch. 


A rustic bridge over a stream leads to a natural arch among rock on 
the left. Trees on the right. 
Black chalk and body colour. 


114d in. by 15 44in. Dyce Bequest, 695. 


Landscape, with a cart. 

A rustic cart, drawn by two horses tandem-fashion, passing towards 
the right, along a road through rough wooded country. 

Black chalk, heightened with white. 

1014 in. by 14% in. Dyce Bequest, 671. 


Landscape, with a church spire. 

A pond, spanned by a wooden bridge, on the right, with a church 
spire in the distance: on the left, a sandy hillock, surmounted by 
trees and a cottage. 

Black chalk, heightened with water-colour. 

11% in. by 144 in. Dyce Bequest, 676. 
Collections—G. Frost, and William Esdaile. 


Wooded landscape with three ladies. 

A slight sketch of three ladies ina park. In left background, a 
kneeling figure attending to a fire. Inscribed on back “ Bought at 
Gainsborough du Pont’s sale, ee 

Black chalk, heightened with white, on blue paper. 

12% in. by 10 45 in. Dyce Bequest, 677. 


Landscape, with two figures on horseback. 
The two mounted figures—one seated sideways—pass towards the 
left, along a road sloping downward through a wood. 
Black chalk on mauve paper. 
3 in. by 127%, in. Dyce Bequest, 690. 
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179. 


180. 


181. 


182. 


= 


A lake in a valley. [Pare XXIX. 
A small lake, bordered by a thick wood, in a depression among 
fantastic hills. 
Black chalk heightened with white on warm brown paper. 

9% in. by 134 in, Dyce Bequest, 680. 


Landscape, with a country house. 

A square, gaunt house, standing in broken wooded country : two 
cows on the left. 

Black chalk, stumped to grey. 

Tog in. by 148 in. Dyce Bequest, 682. 


Landscape study from nature. 

A roadway on the outskirts of a wood, a seated figure in the 
foreground on the left. 

Black chalk on paper, slightly washed with grey. 

4¢@ in. by 63 in. Dyce Bequest, 691. 
Collection—William Esdaile. 


A road with a cart and two horses. 

A small sketch from nature, of a road crossing the Downs to a 
village in the valley. A cart is on the road, and two horses with a 
driver on the left. 

Black chalk on paper slightly tinted with grey. 

82 in. by 63 in. Dyce Bequest, 689. 
Collection—William Esdaile. 


These ten drawings by Gainsborough are a selection from twenty-six 
in the Dyce Bequest. It would be no exaggeration to say that 
some of them are among the very finest of the master’s drawings. 

Gainsborough was a native of Fast Anglia, the nursery of English 
landscape art, and much of his landscape bears the imprint of that 
favoured land. His early pictures suggest the promptings of such 
Dutchmen as Hobbema or Wynants, who influenced Crome and 
Constable half-a-century later, but in the drawings before us such 
influences are no longer visible. The little landscapes (181 and 


and sincere as the work of Constable, and in fact closely resembling 
it. No. 176, a somewhat unusual piece, is not very far removed from 


an i tl 


one of these nature studies ; there is arrangement and sophistication 
about it, but the view is obviously based on actual observation. 
Nos. 174, 178, and 180 are compositions or arrangements, such as 
Gainsborough constantly produced in the evening for the amusement 
of himself and his friends, with little relationship to any actual 
landscape. We know, in fact, that Gainsborough amused himself 
by constructing little landscapes out of bits of stone and glass, and 
drawing from these. 

In these composition studies, Gainsborough has definitely created 
landscape, and it is landscape of a peculiarly emotional kind. The 
ground rocks and waves in undulations that reflect those of the 
gnarled and grotesque trees. The human figures seem in sympathy 
with the nature in which they are placed. Such landscape as this, 
reflecting the emotions of the artist rather than the subject, we also 
see in the landscape drawings of Rubens, of which Gainsborough’s 
conceptions are sometimes strangely reminiscent. 


ALEXANDER Cozens (d. 1786). 


183. 


184. 


Forest scenery ; a pond in the foreground, which is surrounded 
by high banks and shrubs ; the light coming from above, between 
the trees. 

Signed “Al. Cozens.” Dated: ‘°:1'763.”” 

Drawn in bistre with a camel’s hair pencil. 

64% in. by 84 in. Dyce Bequest, 668. 


A view in the Roman Campagna. 

A shepherd with goats on a wooded rise overlooking a village in the 
valley on the left. The rays of the setting sun strike in from the 
right. 

Signed Alex. Cozens, 1763. 

Brown brush-work on thin brown paper. 


98 in. by 134 in. Dyce Bequest, 669. 


Alexander Cozens, both as the father of John Cozens and for his 
own work and teaching, is an interesting figure in the early English 
landscape school. This is a pleasant enough Italian landscape, of a 
somewhat hackneyed kind, and having nothing definitely English 
about it. 
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Sir JosHua Reynorps, P.R.A. (1723-1792). 


185. Sketch for the portrait of Elizabeth, Marchioness of Tavistock, of 


186. 
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* Note—Mr. C. F. Bell and Dr. Williamson are convinced that this 
be attributed to Daniel Gardner. (See Dr. Williamson’s “ Daniel G 
which appeared while this catalogue was in the press). 


Woburn Abbey. 

The picture has been engraved by Edward Fisher, and by S. W. 
Reynolds. 

Black chalk, slightly tinted, on blue paper. 

1444 in. by gfin. Dyce Bequest, 702. 
Sketch of a Lady, with a bow in her left hand.* 


Charcoal, slightly coloured in distemper, which has been partially 
rubbed out. 


2144 1n. by 1541 in. Dyce Bequest, 704 


The rare drawings of Sir Joshua Reynolds are to be regarded as the 


scaffolding for the work of the painter, rather than as fine drawings 
in themselves. 


drawing should 
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pris Catalogue may be obtained directly from the Victoria and Albert 


Museum, London, S.W.7, price 5s. net. (By post, 5s. dd.) It may 
also be obtained either through any bookseller or direct from H.M. 
Stationery Office at the following addresses: Imperial House, Kingsway, 
London, W.C.2, and 28 Abingdon Street, S.W.15 37 Peter Street, 
Manchester ; 1 St. Andrew’s Crescent, Cardiff ; 23 Forth Street, 
Edinburgh ; or from E. Ponsonby, Ltd., 116 Grafton Street, Dublin. 
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and Design, are shown below. 


_ Publication No. : 3 
pp. 419; 51 plates. Royal 8vo. 


113 E.1.D. Modern Wood Engravings. 
1919. 155. 6d. [By post 16s. 6d.] 

Modern Etchings of the Foreign Schools. pp- 275: 
1903. 45. [By post 45. 44d.] 
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Schools. pp- 364. Demy 8vo. 1906. 25. 6d. [By post 25. 104d.] 

Etchings by J. A. McNeil Whistler, with a Bibliography. 1921. 
6d. [By post 734.] 

Iol E.1.p. Etching and Engraving, Tools and Materials used in. Third 

edition. pp. 18. Royal 8vo. 1914. 1d. {By post 2d.] 
d of Colour Printing, Tools and Materials illus- 
plates, 6 figs. Royal 8vo. 1913. 2d. [By 


47 E.1.D. Demy 8vo. 


74 5.1.D. 


81 E.1.D. Japanese Metho 
trating. pp. 2235 3 
post 34d.] 

80 E.1.D. Japanese Colour Prints, by Utagawa Toyokuni I. Third Edition. 
pp. 19; 8 plates. Royal 8vo. 1920. Iv. [By post ts. 13d.] 


85 E1D. Drawings of Old London, by Philip Norman, F.S.A. Revised 
Edition. 8 plates. Royal 8vo. 1921. [In the press] 


68 E1.D. The Liber Studiorum of J. M. W. Turner, R.A. Prints in the 
Museum. pp. viii. and 343 3 plates. Royal 8vo. Second 
Edition. 1910. 3d. [By post 44d.] 
107 £.1.D. Rubbings of Brasses. PPp- X*- and 115; 56 plates. Crown 4to. 
Ig1s. 25. 6d. [By post 35.] In cloth, 35. 6d. [By post 45.] 
124 E.I.D. Exhibition of Drawings, chiefly by Dr. Thos. Monro. pp. 12; 


8 plates. Crown 8vo. I9!7- 3d. [By post 43d.] 
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